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■ P ROC ^ A C JR. 
To thk Skcond Edition*. 

The rapid sale of the first english edition of Schneiders Practical ahd Theoretical 
Organ School affords the surest guarantee that the work has heen acceptable to a British. 
Public. 

The pedal exercises here laid down possess one considerable advantage over all the othei 
works hitherto published in Germany— viz. that instead of being merely simple basses 
laid down for the practitioner, the greater part of them have an accompaniment for the 
manuals superadded, thereby relieving the monotony which must unavoidably result from 
a series of mere pedal exercises. 

These exercises are for a C organ, and they have been suffered to remain without air 
iteration on account of the numerous instances that have lately occurred of instruments 
having been "built upon this principle; the rapid development, indeed, of a classical taste 
in England, warrants the anticipation that the C organ will be universally adopted; for 
upon the G organ, the magnificent works of Bach, Mendelssohn *cc cannot possibly be 
executed with their true effect. The German tablature, which the author of this work 
has adopted in many places, is thus explained . The series of seven notes begin 

uiivg at C, *- @ *hp Germans call the great octave expressed by capital letters.The 

next series beginning nir Q—m — the small octave, which is expressed by small letters ;th* 

next series beginning at / $; = has a small stroke over each letter thus, c, and is call«<<! 

the once-marked octave the next series beginning at :=yg ^*=E: is twice marked, c; ami the 

one beginning at ^ 1 is thrice marked, c, All notes below the great octave are marked v^ith 

double capitals. J 

That part which treats of the mechanical construction of an organ, has been omitted in the 
second edition, by this means the price has been brought more within the means of the gene 
ral purchaser. With respect to the old ecclesiastical modes alluded to in theThirdPart 
of this work, some explanatory remarks maybe necessary. What are called the ancient ec 
.-elesiastical modes, arise outof the different dispositions of the diatonic scale,when anyone 
of the notes of it are considered as the key note of a diatonic octave,without the introduction of any 
sharp orflatt and these different modes were named alter some of the Grecian provinces :_ thus, if I) 
were the key-note it was called the Dorian, and was like our key of Dminor without theflat;if K were 
mfide the key-note, it was called the Phrygian mode: but it differs from our K minor inasmuch asthere 
is no sharp: F,the Lydian,like Fmajor without the flat; G,the Mixo-Iydian .without Fsharp; and A 
is* culled the A£olian,and appears to be the same which Mr. Schneider calls the Hyper-phrygian;this 
is equivalent t® our descending scale of A minor. Bwas not considered as a mode, as it din not natu- 
- rally bear aperfect fifth; and Cwas called the Ionian,which is the sameasotirCmaior.They were 
also called in the order in which they were placed. I), the Dorian wasthe first: E,thePhrygiiui.Uie 
second &c. The above is necessarily a brief and imperfect account of the modes, thosewho w ish 
for farther information on the subject are referred to the late Mr. Koll man's masterly Kssay 
on Musical Harmony. 

The chorals introduced in this work, as examples of fingering and of the modes, may also b<> 
studied with advantage, for the beautiful manner in which their harmonies aredistrihuted:«md 
it were much to be wished, that the alternate open and close harmony in use among the Cerium 
writers had been adopted by those who heretofore harmonized the English psalm tunes.iaisttw! 
of the practice of writing three notes for the right hand and one for the left, which is the 
manner in which those fine old compositions have usually been treated. 
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INTRODUCTION. 

WITH GENERAL REMARKS RESPECTING THE JUDICIOUS MANAGEMENT OF THE ORGAN. 

The Org-an is the greatest , the richest, the most powerful, and, as regards its 
mechanical construction, the most complicated of all musical instruments. As the 
tones of the org-an, like those of wind instruments , are produced by the admission 
of air into the pipes by means of the bellows , the org'an is, in this respect ,to be con- 
sidered as an assemblage of wind instruments , which appears to be greater or less 
according" to the number of stops (each of which may be considered as a wind in- 
strument of itself.) It combines within itself the characters of almost all wind in- 
struments and surpasses them in the extent of the rang'e of its tones. 

The musico- mechanical management of the organ is effected by means of 
the sets of keys. By their means this g-iant instrument obtains this advantag-e 
over all keyed instruments — viz: that one person can produce melody and har- 
mony in infinite combinations. Besides which, in order to g-ive still g-reater scope 
to, and to add to the richness of the effect, there is a particular set of keys for 
the bass notes (the pedals,) which are played with the feet, so that both hands 
can be devoted to the upper sets of keys (the manuals;) of which there are, in 
most organs, two, and in larger ones three, and even four. 

The org'an is consecrated to the sanctuary and to sacretf music; and is in- 
tended to be subseryient to the edification of a cong-reg-ation assembled tog* t 
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faff divine worship; to support and to accompany, in a proper manner, the 

singing; and to be instrumental in promoting* a devotional frame of mind and the 
edification of the soul, and its elevation above every thing- earthly , to the content, 
plat ion of thing's invisible and divine; a noble object, which can only be attained 
„ by a style of performance suited to the holiness of the place and the sacredness 
of the subjects. The proper management of this sublime instrument can induce 
a devotional spirit and an elevation of mind in the scientific hearer, as veil as in 
any individual of feeling-. The sound of the org*an is able to insinuate itself by mild 
and tender tones, and then the mind is filled with the pious tranquility of filial de- 
motion, but it can also elevate itself to majesty and pomp, and peal and roll like 
storm and thunder, and then it elevates our hearts with sublime emotions, 
Whilst most other instruments can only express individual feelings, this kinglv 
instrument can produce a variety of emotions. The organ alone can best fill 
with its tones the lofty vaults of the vast cathedral, support the singing of 
larg-e congregations, and , by its power, operate upon the religious feelings. 
The following* three things — 1st, the proper and peculiar character of the instru- 
ment; 2dly, its desig*n; and Srdly.the extent of space which it may have to fill 
determine the manner in which it should be engaged most judiciously in all these 
respects; and all the following- more detailed directions will of necessity be based 
upon these fundamental considerations. 

From the continuous sound peculiar to the organ, the melodious progres. 
-sion of one part can be distinguished in uninterrupted succession ; and conse- 
quently, in a composition of several parts, the progression of each part may be 
strictly followed: a legato style is the best mode of fully developing its sustained 
tone. Quick runs, rapid arpeggios, passage* of execution,or several staccato 
chords one after another, are not well adapted for the org-an;they are not in cha- 
.racter with the hig-her objects of the instrument, and injure the distinctness of 
the performance in a larg-e building, where the sound requires time to be- 
come perfect. 

Simple , grand melody , combined of course with Mvitably powerful harmony 9 con - 
veyed to the ear with clearne** and dittinctne** of execution , constitute the princi- 
pal features of an appropriate use of the org*an,to the de\ elopement of which the 
count of this work is intended to lead. 

The general musical elementary knoxctedge , such as an acquaintance with 
the Notes, Time, At. is assumed, as likewise some practice in pianoforte playing; 
for althoug-h the treatment of the organ is quite different to the pianoforte, yet 
the pianoforte player, when he proceed* to the organ, brings with him a re;< 
mechanical use of the fing*ers, a knowledg-e of fingering* the notes, frc.fi 
which are equally applicable to org-an playing*. 

s kml. 



. .FIRST FART. 

THE MECHANICAL PART OF ORGAN PLAYING. 

CHAPTER I. 
PRKLIMINiRY INFORMATION. 



§1. The tones of the organ are produced by pressing- down keys similar in arrangement 
to those of the piano-forte, in sets of greater or less compass. The sets of keys for the? 
hand are called the Manuals* the set for the feet, the Pedals. 

§t>. The compass of the Manuals is not so great as that of the piano-forte of the present 
day; most have a compass of four octaves from C toe; in some old OrgmsthelowestC* is wanting,. 

In many English Organs the compass extends from GG to e and sometimes to f . 

Some organs of an old date, ha\ e what are called short octaves, in which CCS, DDK, and also 

FF3,ancl CG$ are wanting; some which begin at K K but these have fallen into disuse. 

§.3. When an organ has several rows of keys they are all of equal compass, and lie above one 

another, each a key's length farther back. Note. In England, usually, if there be two rows 

of keys, the lower row is the great organ, and the upper row is called the swell, which generally 

is not of equal compass with the lower row. When there are three rows of keys, the arrange 

-ment is the same as the German organs, except that the upper row is the swell, the compass 

of which varies in different organs: in old instruments it seldom extends further downwards 

than G fourth space in the ba*s; but in modern organs it is carried to F, E,and C helow,and in 

some cases to gamut G. In the swell, me effect of a crescendo is produced by enclosing the 

pipe=> in. a box furnished with a sliding shutter, which is raised by a Pedal; this has been con= 

-siderably improved by the introduction of what is called the Venetian swell which is a mnn= 

=ber of pieces of wood placed horizontally one above another,and moving* upon a centre, are 

opened by pressing down a pedal on the right hand side of the performer. Thegreat advantage 

of this improvement is,that aforzando can be produced which is not so easily effected by the old 

method - ED. One of the manuals is called the great organ (Haupt-maiiual:)' when there are two 

rows of keys, it is usually the lower one; the other is called the upper manual (Ohermanual); where 

there are three rows of keys,the great organ is in the middle, the irpper manual above it, and 

the choir organ (Untermanunl) below it. Bymeans of the couplers, all the rows of keys can he 

connected together in such a man nerj that by playing upon one row of keysfgenerally thegreat 

organ),the corresponding keys of the manual which has been coupled to it^are pressed down at 
the same time. It is necessary to observe that the keys be not held down upon the other 
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manual during* the coupling* the additional manual .otherwise the notes might kt • p on 
sounding*, and the mechanism of the coupler be put out of order. 
§1. Pedal Keys for the feet should extend from jjgtz E to 3grT^ two octaves and a th i rd. 



It would be well to have the Pedal Keys so made t even if the pipes to be spoken are 
in higher octaves ._ Many organs built formerly vary considerably from this compass 
of the pedal keys, going* down only to GG.consisting of one octave and half ice. kc. 

§5. The tones of the organ are produced by the passing of wind into the pipes .The 
*iud is conducted by means of wind-trunks from the bellows into the windchest: by 
pressing down the keys, the valve or pallet, over which the pipes belonging to any givr 
3 en note are placed, are drawn up, and by that means the air contained in the wind 
chest is admitted into the pipes belonging to any given note. 

§6. An organ has several stops (or rows of pipes] by which it is possible for several notes 
to be sounded together by pressing down one key. Innrder that it maybe at the option 
of the performer whether he will have more or fewer stops sounding together, the »t op 
(or register; handles are placed on both sides of the rows of keys. By drawing out any par 
-ticular handle he causes the pipes of the stop marked upon it to sound for all the notes of 
its compass. 

§7. If a stop contain a pipe for e\ery key, then it is called a whale or perfect stop; but 
some stops only give notes for about the half of the row of the keys. When the notes 
of the stop commence with fj or *P such a stop is called a half or imperfct stop — 

for example, many flute stops, some of the reed work, as vox humana, cornet. 

§H. Some stops do not proceed from the same fundamental tone, though indeed from the 
same key. Those stops which exactly represent the pitch of the tones of our keyed iu= 
rstruments, and of singing voices, that is to say, in which the double C sounds just as 
low, and the middle Cjust as high as the pianforte, and is sung by voices, are called 
H-feet stops, because an open pipe which shall give the double C must be 8 feet long. 
In 4- feet stops all the notes sound an octave higher; in 2-feet stops two octaves high 
-er; in 16-feet stops all the notes sound an octave lower. There are also some stop- 
*hich give the fifth,- for example, fifth 6-feet, .1 feet, l£ foot; and others *f n 

*hich M-\rral pipes are assigned to each note,- for example, mixtures, Y < nu 

cornet .? i nks. 



TABLE 



()/ the Stops which differ from each other with respect to their pitch, according 1 to the true sound 

which they produce for any given key. 



a. 



When the following* keys are struck. ^§ 



ZEE 



m 



i 



£ Octave* lower. 1 Octave lower. 



the notes produced by a 32 feet are -(&- 



Occurs only In the pedal* 



1 Octave lower 



16 feet pipe 



8 feet pipe §E 



p 



pi 



i 



4 feet pipe ^gg 
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8 T . a 

a2 fi 



if feet pipe 
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8 v . a 8V 

Si ^ a 
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1 foot pipe 



p 
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in a quint 6 feet , A&r- 
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P 



i 



5 feet, 



m 



_o_ 



I 



8 v . a # 8V#. 8V# 



11 foot 



p 



in aterz 



of H feet --flj- 



8 v . a # 
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3f" As. in the last octaves, tho tone would become too hig*hj$he last, octave is constructed of the iaine CompaSS as the preceding- ,,ne; uhen 

thi* is the ca^, it is said to be repeated* Thi« repetition occurs also,in many organs in the last octave- in 2 feet. 
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§ ( ). \*itli respect lo tlit* distribution of the different stops, it is generally tin 
in an organ with several manuals, more stops are assigned to one manual than I 
= Other? and indeed those stops which, on account of their nature, are the most pouerfu 1 . 

it id in ooatequenee of this the manual which has these principal stops is call 
(llauptmanual) great organ. Inmost organs with two rows of keys, this is the under 
manual; in organs with three rows of keys.it is mostly, and most conveniently the mid 
-die row. The most powerful and the deepest stop** are of course assigned to the pedals. 
In many English organs the pedals only pull down the keys of the manuals, without 
having any separate stops: sometimes they have a Hi-feet stop, sometimes anfc-feet stop 
is joined to this, and some organs have heen lately built in which more stops have heen 
added to the pedals, as a double trumpet, ka; In some cases they have also what is called 
a arge unisons/which is an B-feet stop, the pipes of which are upon a large scale. 

§10. The stop handles in a well-constucted organ are so distributed on hothsides that 
the stops belonging to each division of the organ are found together in a determinate 
order 

§ II. There are, besides, other subsidiary handles which do not belong to any particular stop. 
P! !> The pedal couplers. This handle ' connects the bass notes of the manual with the pe 
-dal row of keys, so that the keys of the pedals cause the stops of the great organ to 
sound at the same time. 2T lv The manual couplers for joining one row of manuals to 
the other. (§.5) 

§1^. A fuller account of the different stops is reserved for the Second Part of this work: 
it was, however, necessary to state thus much here, because the beginner inorgwvplayi ng 
must, at any rate, know something about it in order to learn that the 8 feet stops an* 
the principal ones; and, even in his first eiercises.be must take rare in registering. thai 
these predominate; he will do well, if. in his first exercises, in the manual he only dr,»*s 
out 8 feet stops, and in the pedals a 16-feet one, strengthened by a weak 8-feet one. 

Note, The drawing out of the stops must be done gently, without any violent motion, 
and care must be taken that the handle is pulled completely out; and likwise in push - 
- ing it in again which also must be done gently that it is sent completely back. 

§13. The organ-player sits before the organ upon a form, which must stand at a dis- 
tance of about nine inches from the manual row of keys; the form must be of such 
height that the fore arm of the performer shall be in a horizontal direction. This 
applies to organs with one or t*o rows of keys; and, in the latter case, the position of 
the performer is to be understood with reference to the lower row of ke J I . In t' 
case of organs with three rows of keys, the lower row projects about three inches and 
the form is therefore to be placed about twelve inches distant from the middle ro* 
keys; likewise the height of the form is to be in this case determined in referenr 
the middle rem of ^ 
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OKA PT-JSja II. 
TREATMENT OF THE MANUALS. 

r 

Although the fingering* of the manual is, on the whole the same as for the pianoforte, 
it undergoes many modifications, which arise from the difference of the tone, and 
management of the two instruments. The hands and the fingers must he held in 
the same manner as in pianoforte playing,— namely, so that the longer fingers are 
to be bent inwards towards the hand until thev come into a line with the thumb, 
which is to be kept straight. 

§JJk. The keys of- -the organ usually fall lower than those of the pianoforte* It is 
necessary that the valves, by means of which the pipes receive the wind, should be 
sufficiently opened by pressing the keys quite down. In order that the full quanr 
- tit y of wind may be immediately supplied the key should be pressed down with a 
certain degree of smartness: the pressure must be quick and with due force at one 
stroke. Violent striking of the keys is Useless, and is injurious to the mechanism of the 
or "'an. 

§1.t>1 The finger must keep the key firmly pressed down as lojig as the duration of 

the note; but so soon as the latter is concluded, the finger must be raised quickly and 

high enough for the valve to be completely closed. In a succession of notes it is ne- 

-cessary that each key should be pressed d«#^ n with due force at the same instant 

that the finger is removed from the one completely done with. This quick change 

;u raising up and pressing down the fingers produces clearness of execution. For 

4- 1 2 

-4- 



if in a series of notes jL ~ ~ J » the fingers marked above them, were not to 



he raided quickly and high enough in changing the rotes, that the valves may be 
completely closed, the passage might easily sound thus. 




/§l^i This exactness in holding down and raising up the fingers is the most essen= 

- tial peculiarity in organ-playing, and the first in which the student has to exer = 
-cise himself; and it is precisely that which, at the commencement is difficult to 
a person not altogether unpractised on the pianoforte for although,on the pianoforte 
exactness m this particular should he attended to, it is not enforced with that strict = 

- ness which is necessary here; for it is in that instrument not so perceptable if a 
note should happen to remain too long, or the fingers- are not raised up so very prer 
-cisely, because the note in the pianoforte does not retain its soxmd in the same de- 
= gree as that of the organ. In the following exercises, without changing tin 1 po- 
sition of the hand it is requisite to keep in view this exactness in regard to press - 
= ing the keys and taking the fingers off. 
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Hig-ht Hand The Left Hand 2 Octaves hirer For ein>h Hand alone then both tog-ether. 
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Qj# As rapid passages are not adapted for the Or<ran,the following* Scale exercises arg 
written in crotchets to show that they are not to be. played too quickly. In these distinctness 
is to he particularly attended to, and that will he attained by observing* what has he en noticed 
in §15. 1 have deemed it advisable to place a Bass under the Scale exercises for the rig^ht 
har.d <A ) and likewise in the exercises for tire left hand ( B) not to leave the ri^-ht hand, 
unemployed. 

*" IF an Org*an has 2 manuals, it will be well to play with ear-h hand up^n a separate manual, and so to manage the choice of 
the stops (the registering/ that the two manuals differ from each other in reg-ard to the streng-th and quality of their tr\ne. 
In the examples marked (A ) the r;«iit hand is to play upon that manual in which the strong-est stops are drawn out^ and in the 
examples marked ( B ) on the contrary thv lift hand is to play upon tht^ loudest y manuals 
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§ IS As regular composition inptirts, and especially with hinds (w* Traduction ) is that which is 
nifi^t suited for the st\le of the* origan the principal thing 1 to be attended to is that the -progression 
of n/r/i siiff>*lrj)art be not injur?*-! in its coww^.r/ow, wherefore in fingering 1 espec ial care must "be taken 
thai this peculiarity he not lost sig-ht of, this is indeed properly speaking 1 the first principle,, ac- 
cording 11 to which the most appropriate fingering 1 tor the org*an is to he determined- On which account 
J The passing- of one and the same fing*er from one note to another immediately follow- 
ing* isju compositions of one part ,hy all means to he avoided ;in compositions of several parts 
where this rule cannot always he followed, care must betaken as much as possible, that this imme- 
diate passing* of any finger to the next note shall only take place in one pnrt. For example: 
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ft) preserve the connexion in the progression of a part it is often of use. 

^2 c ^ang^e one fing*er for another upon the same key, keeping* it down the whole time. 

The f ing-er which first pressed down the note guves place to another f ing^er^htrt this changMn^ 

of the finger must he so manag-edjfhat the other finder he placed irpon the note hefore the first 

one has quite left it, in order that the note may continue to sound without inter rirption. 
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In W°. s 1 to 17 of the following 1 examples regnird is had to this method of fingering* 
**>/ Th* passing 1 of a Jongerf higher over a shorter one is also very frequently necessary in 
' positions of several parts. In N.'i* IS to 24 of the following* Ex. this method is applied. 
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§ |§ \ part cannot al\*a;s !>♦• carried ail v i t ti the saine hand l>\ v hirh it WWMC OnUM I p H 

often become so extended that the hand vhirh v;»s ned ;it the heo-innin«'- of it ran nolnftjppr 

h tht* notes in this case the other hand must take Up the part hut in these rhani.» a iri<.» i of the 

p.irt from one hand to the other the connexion of the progression of the part must not soft 

In the Chorals vhirh stand at the end of the next examples this interchange of the hands is orrm- 

si«.uall\ required, a nd the notes vhich must he played together hy one hand are marked v* ith a hm n 
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DIRECTIONS FOR THE USE OF THE PEDALS. 

f^ty In the position of the performer which was described in (§ 13/) his feet vill he suspended. 
wh/n they hang* straight doVn, over the long^ keys about 2 inches in front of the short keys. 
The key must he pressed down with the foreinost part of the foot only (the Ball of the foot )and 
the heel must be raised a little,fbr the vhole of the foot should by rights not press down, the key, 
even though when the key is pressed down, the notes should be continued for any length of time. 

§ 21. The key must likewise be pressed dovn quickly and Math precision, and all that we obser- 
\od in §13, applies here also: immediately that the foot is diseng-ag ed,if is to be drawn back 
toM ards the form, below which a ledg*e must be placed, upon which the unemployed toot can rest 
without at all obstructing* the other foot which maybe still occupied. To place the foot before one 
upon a ledg^e fixed above the short notes is not right because by so doing- if the other foot is 
still employed, the action of the latter mig*ht very easily be impeded. 

22. It is also requisite that the performer shotdd sit firmly and not slip at all from the seat; 
so long' as^the fingers are eng*ag*ed iq>on the manuals there is less dangler than when the feet 
alone are employed for a long* time,in the latter case it is necessary that both hands should hi} 
hold of the manual at the two extremities or even the form itself on both sides .(To hold fast 
with one hand may likewise be sufficient.) In all the following* exercises for the Fed ids alone 
this remark is to be particularly attended to 

§23. From the natural direction of the feet avay.from each other,when the performer sits as he 
should do in the centre of the Pedals^before the note C, = ^— cr EJj the point of the rightfbot turns 
to the keys of the upper and the point of the left foot to the keys of the lower Octave, the he< Is 
being* turned towards the centre. The lower Octave is therefore the natural province of the left 
foot and the upper Octave for the right foot. But as a melodious progression in one octave, if 4 
it were to be performed only and altogether with the foot belonging* to it,wotdd occasion a con- 
tinual skipping* about of the same fobt,and on that account neither connexion nor a certain 
execution could in general be attained, the other foot must therefore often come to its assis- 
tance, exchange with the former one and ge into the other octave and consequently pass beyond 

the middle, the note C t? : c ?— =|| the lefi foot towards the upper octave,the rig~ht towards the 
low er. The natural direction of the foot is thereby altered, so that the point of the foot is turned 
more inward and the heel more ovt\ ard. This turning* of the feet is also produced bypassing* 
the feet under and over each other, as likewise by the alternate use of the point of the foot ^ the heel. 

We here assume C as the muMle of the Pedals, but if the Pedals are of a greater compass than two Octaves, then the centre is 
farther en the rig*ht. 

§ 24* As the org*an player is frequently under the necessity of moving- his feet on both sides 
farther fiv ay from the middle than would be possible if he were to sit quite firmly in the middle 
of the form, especially in those cases in which one foot has to advance into the other octane, 
which is opposed to its natural direction (the rigrht into the lover and the left into the x>pprr 'oc- 
tave) it is impossible here for. the body to preserve that easy posture which piano forte playing* 
allows of, and the org^an player must sometimes according- to circumstances turn his body to- 
wards the rig-lit hand or towards the left. But he must above all thing's gniard ag*ainst all 
unnecessary and violent action, so that he may not ; by an unseemly throwing* about: of his whole 
body, by disag-reable twisting- and bending* of the 'upper part of his bcdyjmd the like produce 
an unpleasant,, indecorous and even frequently ludicrous impression. 

§25. We distinguish two methods of usinjr the Pedals. 

1, The plain natural method: the simple use of- the feet, where the note is struck by 
merely pressing* the point of the foot upon it. 

2. The artificial methods the double use of each foot , the point of the foot and tin* heel 
being used alternately. 

r i he most appropriate application of these two methods is, a skilful intermixture and alter- 
nate enjoyment of them both. This union of the two methods of using- the Pedals mig-ht be 
'•iiHod the mixed method. 



1 THE S /.* /'/. /-' Ml I / 

In die first method of using* tin Pedals, irii the simple method ,*e have ti 
t«* observe j of vhich (he two first serve as the de m en ti of the last 

A. The simple changing* of both feet. * 

B. Immediate passing of one fbofl from one note to another 

C. pass i no- the feet over and under each after 

A. SEMPLF CHA.YG1.YG OF BOTH FEET 

§27. In changing* the fec i t,vhere one note is only to Round until the next one is struck, 
particular care must he taken to lift the feet up quick!) from the keys, in order that the notes 
maj not sound one v ith another, and this exactness in holding* down and lifting* up the feet is 
equally to he attended to as in the directions for f in«> erinjr for the Manuals. I J 16.) 

The left f«,..t v» , i». ri.tr by the number ] f the nr-ht f i t \,\ to, number V. In the folluvtnjr eierrisea the "pper staff be 
long-* to the rir/ht hand, the top note* of th«» lo*er staff b.lonjr to the left hand f the .bottom notes t.» the Pedals. It toil! be *•>!! 
first to practise the Pedals by themseKea. In S f> * 1 to 6 th. mm • e»st'*i of s»-cond» only occurs , in *hieh the feet are nearest 
to each other j here all possible sorts of successions , either 2 Ion*- ke\» «e one short and 1 Ions; key y or 2 short keys are em- 
ployed because in all these cases the action of the feet it different. In N". 1 7 to 9 there are successions of thirds A furtht, 
in fehich the fWet take a greater distance fr<#m each other. Examples in still frmu&rr interval* %» til be f«.und farther on. 
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B. gliding-, charging- the feet upon the same k>-y without repeating the note.anH with repition of the note. 

§28. When a in, succeeding- note is at a greater distance, than a serond.the foot cannot reach it 
except by altering* the position first taken ; on vhieh account it is necessary to slide the fool from 
one kej to another This sliding- can be either to the next key both higher or lover, or even 
to a distant one. 

§29. In sliding*, the foot must be moved vithth.- utmost possible quickness and precision 
to the following- note, so that the connexion may suffer as little as possible; in the closer 
intervals this sliding- must he rather a gliding from one key to the other, as in a progres- 
sion of seconds from a short key to a long* one, from a long key to another long one. but 
this gliding* or sliding* of the foot cannot be managed from a long* key to a short one. 

Note The gliding of the foot : marked in the exercises by a bow connecting like 
numbers for example i i v v. 

§30. To move the foot to the adjoining ley can he managed with little difficulty, because 
the distance from one key to the other is about the breadth of the foot itself. To move 
the foot to a distant key, to leap as it were, requires more practice. and yet it is in main 
cases indispensably necessary. In the following* exercises the only object is, to pro- 

ceed with the sliding* so far as is necessary to prepare for the following division. 

Preliminary Exercises in moving' the Foot to another h 
A*?/ RIGHT FOOT. JV° 2. 
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Six. Exercises with moving* each Foot to other keys and at different intervals. 

Thirds. 
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As in these 6 examples the object was for all the Intervals to occur in the Pedals, the student 
\%ill please to consider the accompanying' upper parts in that lig*ht. 

§ 31. The passing* of the foot from one note to another may be very appropriately connected 
with the changing* of the feet , as v as the case in the preceding* examples. Here also can be^pE- 
ed the substitution of one foot for another upon one and th<* same key. 

This changing* of the foot upon one and the same key, when either the note continues, uninter- 
ruptedly to sound on .and is not repeated by the foot which takes the place of the other, or v hen 
it is again struck and repeated is called m ef*90t*tn" The former ve may call the u ei*setxe$f 
proper, the latter *« nuvhruokrn." 
In the first case (when the note is not repeated >the foot that succeeds is placed upon the sam< 

before the foot which first pressed it dov n has left it: in the second case <* hen the not* 
repeated I the first foot is lifted up at the same instant in which the second foot treads upon 
the key, and as it Mere, forces auay the other foot In the former case the foot vhich *as f 
<<l is set at Libert) and may now be employed for other notes vkkhwil] be rendered mt 
r on that acccHint and i «llv greater skips will he thereby modified,as \% ill best apj 
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Passing* the Feet from one note io another connected vrith changing* of the Feet. 
Preliminary Exercise in changing* the Feet vpon ihe same note without repeating* it. 
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S/V Exercises with application of the changvvp of ihe Feet vpon the same note without repeating it. 
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In the Three part Compositions marked N", s 3 & 5 , each hand can play upon separate Manuals. 
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In the three part compositions H ': s 4 & <? e «c-h hand maj here also p]a^>pon a separate Manual 
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$32. Here follow some further remarks upon this point 

1. The passing* of the foot to more than ^ keys successively is to be avoided as 
much as possible. 

2. Although each foot might be able conveniently to g*o beyond tin* natural limit 
assigned to it in § 23, even as far as the middle of the other octave, it 
will nevertheless be exceedingly inconvenient in more distant notes; in such 
cases and in a slov movement one foot maj be alloyed to advance even more 
than two notes in succession. For example 
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In a quicker movement this plan cannot be recommended, and changing* of" both f» 1 4 
must then be applied or the use of the point and heel of ore* foot alternately as will 
be farther shown in the part containing* that method of using* the Pedals 

li. In those cases, where it is optional , the sliding* of the f#*et from one note to arm 
ther must always be employed in the smallest intervals. For example 
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It should however be mentioned, that in most of the above examples another mode of us in g> 
Pedals,* hich is to be treated of in succeeding* parts of this work might have been employ* 
but it was the desigm of the present pari to practice this particular method. 

The following* marked Basses \ ill serve as a conclusion to this part. and as an app l 
of that particular sort of use of the Pedals vhieh has been treated of thus f 
To save room onlj one composition for the hands .consisting, of simple chordfi haabe< n n 
i , all these Bass v ariations .and on that account MOM liberties vhi< h have arisen from 
e in the pr i -n in n«.t | f.u inst.uir* - . w ill be excused. Both the upper parts in 

to be played *ifh the fight hand and the third part uith the loft hand 
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C. CKnSSl.VG THE FEET OVER \i.VD C.YDm E.4Ctf OTHKH. 

;*. §33. Both feet may be used in this manner. The foot whim crosses over the other is lifted 
oxer the point of the other. In crossing under the foot passes along* behind the heel of the other. 
In both cases the foot which crosses over or under then presses down the key whiqh lies next to 
the key m possession of the first foot.or even, though more rarely, one more distant; and the foot 
which crosses either under or over uses that species of action which has been treated of iri the 



above part. For when in the following* example "(SH: 
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the left foot, 



vhilst t}ie rig*ht foot is holding* dov n the second note, moves off either over or under it, to the 



i i 



last note, the foot makes a leap of a third in the one case, c . -(®^o = P **• of a 4 th in the other, fe- fg )- " o fl 

§ 34. In order to facilitate the crossing* of the feet over and under each other, the foot which 
is to be crossed must be moved in the first case a little back (towards the form,) and in the latter 
case a little for\ ard. When one foot has to strike a short key by crossing* over the other , and 
that other has previously been pressing* down a long* key, this drawdng* back of the foot is not 
necessary, because according* to the situation of the short key the foot which has to* strike 
it nirst at all e\ents ad\ance forward and consequently push itself beyond its usual position. 

§35. If as was observed at §20, the heel is properly raised in pressing* down the key, the 
crossing* of the feet under and over is very much facilitated by this position of the foot, and 
the free action of the foot which is crossing* over or under the other is by that means much 
promoted. The relative position of both feet to each other is therefore this, that the poini of 
the foot which is passing* under the other comes exactly under the raised heel of the other 
foot, which passing* over the other comes exactly over the point of that other. 

§36. So long* as no short key occrrs in the series of notes, each foot moves on in a 
straig*ht line in the direction once taken , which is determined by the crossing* over and un- 
der, so that the points on which both feet strike the note form two parallel lines, 
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We will cali the situation nearest to the short keys, at A, the firsthand that at B the 
second, position; when the foot crosses over, it consequently always comes into the first 
position, A%hen it crosses under, into the second. 

But as soon as a short key occurs in the series of notes, the foot which is to strike 
it must of course advance forwards beyond that line. 

GEA'ER.l L RULES. 

§37. 1. In an ascending* series of notes the left foot generally beg*ins, and in a de- 
scending* one, the rig>ht,in the first case the left foot crosses under, in the second the rig*ht 
one crosses over, consequently the direction of both feet is ? so that here therefore the 
rig ht. foot maintains the first and the left foot the second position. 
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Kut ;is in stril i,i»- the sliort kev t li#* foot must of course be in the first pi Rltfan.flie* 
of tine short ke\s in a ser notes often alter the above arrang*cnieni,as veil uith r ?., the 

foot vhich should commence (m» Bm^I* n i. I as to the foot which should cross over or un 

der.and the direction of the feet will then often be such that the left foot g*ets into the first 
position and the rig*ht foot into the second. (Ei $,a,*>a,6. j 



2 2 

r 



.v i -tffij-d 1 Jb^ 



.V" V 




.%••& 



s 



B 



o 



I 



Y | 3 ? A * y It 9 B * * » V 



i i 



JV*°ff. 



i 



? 



^ 



^« 



7f 







Wbi'» J >1 I ^ 1 I '1 ^ ^^ 



3. Frequently also the direction of the feet changes in one and the same series of notes, so that 
the foot .which at the beginning* stood before the other, afterwards has to stand behind it and 
then both feet change their position, f \ 

1 2 2 2 J V VI 1 V 2 2 1 I 



m 



bj > ; } ^ Try* * i ^ ' ' ; yi 1 '] * i '] * i -^ ^ .Jid^a <p 4 1 



V Kach foot must remain as long* aH possible in the position first taken or aftervards taken 
in consequence of the occurrence of a short key. 
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h. Iii a succession of 2 or 3 short keys it is indeed somewhat inconvenient to cross the foot over, 
but still it is often necessary unless it can be managed some other way .Here it is tobeohserved 
that the foot over which the other one is to cross, must press down the key with the extremepoint 
of the foot only.in order that the foot crossing* over may have room to pass freely over it .the f 
v Inch crosses over must in this case have the heel raised up particularly hig*h,*hi!st on the eon 
trary the heel of the other foot must not be raised too hig*h,so that the instep b cfcy ileo raited 
loo much in consequence, be not touched by the he< I uhich crosjjes Over. A quick removal "f f '»' 
foot is here especially needful .which, as respects the foot over vhich the other is to cross must 
be rutlier a drawing* back in an horizontal direction towards the performer than a perpend ictdur 
lifting* up of the foot In a succession of short key s, crossing* the feet over is mostly to be applied, 
more seldom crossing* under In a slow movement it v ill be prefer Me to use one foot and pass it 
from one key to another here also it is very advantageous to make the double I th» f 

( toeing* and heeling* )as is shoun in the . eding* part 
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In the following' examples all the afore named principles are carried farther wit; and 
those in the above part under A and B. ($27— 32.) lvill of course" be found of frequent 
application. The position of the feet is only gnven in those cases where it is not self evident, 
and vhere it deviates from the rule gnven at §37 r under 1. - ' . 
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In order Id NPC room, in the follov fag- Bass Exercises in the Major am! Minor soaks, 
there is no particular staff added for the Manual.' The student should alv ays hold dov n 
continually the chord of the tonic of the scale: in some exercises the dominant chord 
must he introduced in the last har hut one.either for the whole bar or the latter half of it 

In the eyercises under a. (as well in the Msgor as in the Minor I there never occur fv* 
short keys one after another, these are to be practised first Then follow the exerri-* s 
under 6. where two short keys one after another occur and crossing- ih^ foot over to one 
of them is employed f first Major, then Minor, see § 37 Mark 5 > 

Next the exerc :s< s c. Hrkere three short keys come one alter another < see i 37 
Remark 5.) It v ill be more convenient in the- Exercises under h and c, partly to 
employ the Artificial method as Mill appear farther on. 

In the exercises founded upon the Miner «'•;•!• v. regard ?« h;d t# » the various forms 
under which the Minor scale appears *,....., Bi#mmu of Cmp* \, 
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H The following* three themes with varied. Busses will serve as a practice in all the sorts 
of simple Pedal playing* thus far 'treated of. The hands have the same chords throug'h 
all the variations of the Bass, and I refer on this subject to the remark made at the 
similar examples- at the conclusion of the former part. 
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THE .9RTIFKI.il. .\l h I 

f:*S. In the Artificial method each foot is used in a twofold hisiU lf», that is f., mi th. • t*.«- ,,,„! 
heel strike* alternately one key after another. In this manner consequent!) 

A. one foot can without chang*ing* its situation ami without moving* awa\ . s und t\ q 
notes adjoining* one another. 

«l»o tf need be, a third if the rVU! ke>a are not too »i<W ftaun<ter,e»|>eel«ll> »hen one of the not.-% fa a »h..rt one. 

B. one fiiot can play a series of more notes than tuo, if it changes its place; this is done 
by turning*. 

A. WITHOUT CHA.YG1.VQ THE S1TI ATIO.Y OF THE FOOT. 

§39. The foot must be turned outwards more than usual, so that when the heel stands o\er the 

first key the toe shall be over the other key and both notes can be struck by turns,* ithout am 

other motion of the foot being* necessary .than the alternate raising* A: lov ering* of the heel <^ toe 

§40. In the natural position (J 23. > of the right foot .the loves! of two notes which are in this 

maimer; to. be sounded one after the other is struck with the heel .the higher one v ith the toe 

In the natural position of the teft foot the hig*her note is struck with the heel and the 
next lover one with the toe. With both feet this takes place in the following* 3 cases 

1. In moving* from one long* key to another long* key. 

2. From a long* key to a short one 

3 From one short key to another short key. 

Preliminary Exercises in the natural and unaltered situation of the Feet • 

When the heel i> to be employed the mirk O ml] be u»e«i to ttg-nif) it .an»f *h.n th. t«..-,tr»e n um ber *hich belong to that particular 
R.fcM root. u 
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$41. When the rig-lit foot has to strike after a short key the next higher long- key, or after 
a long- ke\ a lower short one. the natural position of the foot must be reversed so that the 
heel is turned towards the rig-ht and the toe towards the left ; this we call the ret+rnrd position 
This reversed position takes place in the case of the left foot. where a short k€»y is to be fol- 
lowed by an adjoining- lower note, or a long- key by a hig-her short key, in that case the h« el 
must be directed to the left extremity of the keys and the ten* to the centre. 



Preliminary Exercises in the reversed position of the foot without changing* the si/uatinn 
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r '* B J7.TFRFI) POSIT f 0.X OF TIIF FOOT 

•Moving* on by turning*. 
§42 * Turning* consists of the alternations of the natural and reversed positions of the foot 
and is effected with each foot in the following* manner. AVhilst in the natural position of the foot 
the poii.it presses down a key, the heel turns over that key, by which it g^ets to the third note 
reckoned from that which it (the heel ) first struck a when the heel strikes the key then 
the forepart of the foot passes over that key and advances by that means likewise to the 
third note; b . - 
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This turning' and twisting* of the forepart of the foot and the heel is to he considered 
as a sort of crossing* over and under. / 

§ 43. Sometimes also the heel is employed after the toe or the toe after the heel upon 
one and the same note. For example 
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r I hat part of the foot which is subsequently placed upon a long* key already pressed dov n, 
descends upon it without the note itself being* repeated at the same moment the other part 
of* the foot is raised, in order to apply itself to the following* note. 

§ 44. In this manner a gradually progressive series of notes may he performed with one 
foot without any breaks, and here the following* is to be observed: 

1. The rig^ht foot usually commences with the heel an. ascending* series of notes 
beginning* with a long* key and those also which beg*in with two successive short 
keys ; all descending* series of notes with the toe. 

The left foot usually commences a descending* series of notes beginning* with 
a long* key or with two successive short keys, with the heehand all ascending* 
series of notes with the toe. For example 
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2.„As the heql cannot be placed tippn a short key after a long; key which has been 

struck with the point of the foot 3 there are frequently of necessity -" exceptions 

to the above rule and the short keys which occur in the series of notes often 

> occasion the series of notes to be begmn with the opposite part of jhe foot 

to flint which is mentioned above under 1. For example 
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S. Or t he point of the foot will spring* or slide to the adjoining' key < see a and 6 in the following* 
examples I When three suceessi\e short notes occur, this is at all events necessary also with 
tuo short keys, *hen they occur in the middle of a series of notes. For example 
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Or in such cases 

1. The other foot is called to its assistance. For example 
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5. If even as at § 40 .the heel can be brought upon a short key, inasmuch as another short key 
follows it, yet one* cannot well come with the toes upon a long* key from a short key that has 
been struck with the heel , in such cases therefore striking* the short key must be obviated 
by the methods described at 3 and 4. 
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6 Though in all the above noted cases that end of the foot which first strikes the key may 
be subsequently changed for the other end I § 43 I vet in quick passages that is not possible 
!>♦ c ;nis< there is not sufficient time for it. 
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Thero now follows a number of Exercises v hich contain nearly e\rr> tiling th'nt 
is necessary and may serve as examples of all that has been said in the preceding- 
pag*es upon this subject. 
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Connected with chattg^nig* the toe for the heel or the heel for the ioe upon the same key. 
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§4*5. Much practice is necessary to attain proficiency in this mode of using* 
the Pedals, in order to g*ive the feet that facility of action (which is requisite on 
account of the quick changing* of tin* toe and heel and the turning* of the foot. 
The Pedals must also not fall too low or be too stiff, for otherwise it is scarcely 
possible to g*et the notes to sound quite correctly. On this account an exclushe 
use of this method is not advisable, and it is best to employ it in connexion with 
that of crossing* the feel over and under each other That reg*ard has been hud almost 
entirely to this method of playing* in the many examples that have been g'iweu OH this 
subject, is however with th<* intention of affording* an opportunity of sufficient 
practice in it. 

§4-6 General!) speaking- a g*ood management of the Pedals is onl\ to I 
attained by the Mixed use of all the sorts of playing* treated of in this chapt 
;nid not by an exclusive ue of any on" in particular 

Tl method , which .i 1 selecta according" to eirenmatancea from ■ ■•h 

particular one thai which i* most appropriate . la consequently the beef 
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OBSEKrJTIOXS O.V THE RIGHT MjIXjIGEMEXT of THE ORGdX. 

§ 4t7. Playing* in parts, vhere each part preserves its distinct progression is Die most appro- 
priate, and compositions in 3, 4,5 and even 6 parts can he executed with clearness. Of all 
these sorts, of composition, that in 4 parts on account of its comprehensiveness invhichbov 
e\er the harmony is complete, maintains especially for the Org-an, the first place and is the 
most employed. 

§48. A continual playing* in 4 parts would however become too uniform, and on that ac- 
count a change by the introduction of more parts is to be recommended. Indeed it is of \ery 
g^reat effect upon the Organ, if sometimes passages occur ' here the parts are doubled 
and the chords appear as full as possible. 

§49. In a full style of playing-, the principal thing* is not exactly a careful progression 
of a certain number of parts, but the intervals of the chord are doubled just as they lie 
mo$t conveniently for the hand and fingers. For as the entire composition ' of the Orjrsni 
in its 16, 8,4 and 2 feet Registers is founded upon replicates , there is here the less- 
cause to be fastidious on account of progressions forbidden in harmony, because they 
would not be at all extraordinary here, especially when the full style of pi ay in g* is con- 
tinued for some time. Care must however be taken that no consecutive fifths or octa\os 
occur between the extreme parts. Thus for example the following" progression is to be 
used unconditionally in A, but not in B. 
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§50. As in the full style of performance the object is, to exhibit the org*an in its great- 
est power, it is particularly appropriate to execute such passages with a full org'an, hy 
which also those progression in the middle parts -which in a strict composition of fewer 
parts would he deemed faulty, are covered hy the preponderating streng'th and volume 
of the other parts. The Pedals must in these cases he introduced with particular strength, 
and where an org*an has not powerful Pedals, this mode of playing* can only he used 
,with caution. 

§51. The full style is also to he employed in choral playing* and is often very re- 
quisite, particularly where the cong*reg*ation is larg*e. More on this subject in the third 
part of this book. ' 

b2. As a continual pure four part playing* becomes -wearisome, that would likewise be 
the rase with a continual employment of the full style of playing-.- therefore , a judicious 
all* mate use of bpth styles is advisable. 
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Three part compositions with Hoft stops have a particular I\ ag°reable efferi upon 
the org*an, especially if each upper part can he played upon a separate manual and registers 
of different kinds, and the Bass upon the Pedals. Also four part compositions ha\ e a ppood 
effect if managed in this manner, one principal part being 1 played upon one manual t\ n 
parts upon the other manual, and the Bass upon the Pedals. (Also five part compositions ran 
he treated in a similar manner.) The principal part can also, as veil in three as in (oirr 
part compositions, he taken up by the Pedals, in \%hich case the actual Bass is performed h* 
the left hand on one of the manuals ,for which however particular care must he taken in 
selecting* the registers. On account of our limited space *e can only £'ive one example of 
a few hars for each of these particular methods .and hope* if* the work shall he favourably 
received to publish at some future time a continued collection of Org % an Pieces, in 
which i^very kind of Org*an playing* shall he exemplified. 



Kifht Hand. 



L«ft Hand. 
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Of this kind are also the example Pag*e 28 to 89 N? 4 and 6 , the three part examples 
also from Pag*e 15 to 16 may be executed v ith the Pedals in this manner. pro\ided the lov 
part does not exceed the compass of the Pedals; in the latter case the Pedals may even he 
played an octave lower 



Hi r ht Hand. 



Hand. 
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Ill like manner the four part examples from Pag-e 17 to 19 can he played * ith Hi* 
Pedals and the second and third part * ith the left hand upon a particular BMJttfal prov i 
ded those parts he Bufffc i. ntl\ near together to be taken bv one hand N 1 9 folfl *1 t< 
This alio applies to subs* <ju» n< four part examples. 
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,, Tl „. Pri..ri,.-1 part in the Left H«m1 






Ri^M Hand 



Left Hand. 
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To God in the highest alone lie praise. 




(Sub. Bass or Double Diap: 16 FoctJ 




4 The uriiir-ipJtl part in the Pedals. 



Hie-ht Hand. 
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\\ ho trusts his way to God. 



Left Hand. ~ 
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of th- Pedals, independent of the playing- of the left hand, it iruli N >. n ., 
hie iti all '' i :l« rent kin. Is of plating- and it has also been the particular object of this fit - 
th work, by the g-reatest possihle co p fo W l lK M in the chapter devoted to those subjects to ;.lf.>d 
the needful introduction to the attainment of this free use of the feet Such free independent 
use of the Pedals is also railed Oblig-ato Pedal playing'. 

§55. It is not however by that intended to say that the Pedals maj not occasional!* pfci) the 
I orresponding- notes to those of the left hand , for the obligate use of the Pedal is not always 
possible or necessary, but the performer who is not able to do anything- more with the Pedals 
than to sound here and there the simplest fundamental notes of the chords and only to use it 
as a doubling- for the left hand when that continually plays the Bass, renounces one of the 
essential peculiarities of the org-an. 

§56. The Pedals must not be always employed; it is very appropriate for them sometimes 
to be silent a mere powerful effect is produced vhen the; commence again a. PWal notes 
have a good effect held on where the hands have more motion: b in like manner vhen 
chords are held on in the hands an increased movement in the Pedals is very effective; 
c solo passag-es in the Pedals, introduced occasionally , are also of g-ood effect: d' the 
Pedals can also be used doubly ( both feet playing- at the same time;)c. this is g-enerally 
denoted by " Pedal dappio." 

a < »ith ■ Full Org-un. ) 
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§ 57 That too quick movements are still less to he permitted in the Pedals than in the 
Manuals is, generally speaking*, owing to the nature of the deeper notes, inasmuch as they 
do not emit their sound so easily and quickly as higher notes, and also a- cuick succession 
of Bass notes is not so easily distinguished as a succession of hig-her notes ; likewise on 
account of the impossibility of the feet attaining- so great a decree of mechanical -facility 
as the finders. In such quick Bass passages it is well to leave them altogether to the 
left hand and only to «M\e the fundamental notes in the Pedals, and according* to the nature 
of the upper parts either hold them longer a. or only for a short time. 6. For example 
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§58. It may be here generally observed that rapid passages are to be avoided 
on the organ and the degree of rapidity allowable will be best decided b\ at. 
.tention to the peculiar capability of eacb stop; Stop Diapasons, Flutes, &*c. 

speaking- more quickly than most Keed -stops. For the Full Orpan, the de. 
.gree of quickness should be consistent with the idea of power A: solid strength 
The quick repetition of the same note or chord is quite repug-nant to the cha- 
racter of the or pan. 

§59. Variety may be produced in org*an playing" by the alternation of compo- 
.8 it ions in few and many parts by keeping- the pedals silent for a while, 
by the change of the manuals and combination of the various stops producing* 
thus transitions from Loud to Soft. These transitions should not how- 

.ever be so frequent as to degenerate into puerile trifling-. 

§tfo. Especial caution is requisite in this respect when the org»an is used in 
actual divine service; it is another thing- *hen the object is to exhibit the pe- 
culiar powers of the instrument to their full extent , exclusively of its employ - 
_ment in divine worship; in the latter case, the performer may display his pro. 
-ficiency in the mechanical management of his instrument and his acquaintance 
with harmony; but he should avoid the introduction of anything- which is con- 
trary to the character of the most noble of all instruments , nor exact from it 
unworthy and frivolous musical imitations nor attempt at ephemeral fashionable 
airs, which belong- to other places, and are desig-ned for other purpose^ 
Unhappily, org-an plai < r -^ , even of reputation , have in latter times indulged in a 
style of performance quite contrary to the art. 

Thus much it appeared necessary to state upon this subject at the con 
elusion of this pai 
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List of the most vsu.il Stops or Registers fouxd ix Ohqjxs . 

■ * LI * m0~ J 

fundamental Principal 

or Diapason Stops. 

Hi 
Double Diapason 16 feet . 

Diapason (Open) 8 feet. 

Principal 4 feet. 

Fifteenth 2 feet. 

Double Double Diapason 3*2 feet. 

A variety in the quality of tbe tone of these various Diapasons isg-iven by tbe circumr 
-ference of the pipes being- more or less contracted. 

Mixture Stops. 

So called because they give upon one note either the fifth or the third or both tog-ether, 
or several other notes besides and even entire chords. They cannot be employed alone 
but are used to strengthen and accompany the Fundimental^Stops. 

The Twelfth 5 feet. 

The Tierces mostly 1? feet. 

The Sesquialtralconsistingof two pipes)whichg"ives the fifth and upper third to C : £ T 

The mixtures proper which consist of several pipes for each note giving the harmonic 
third or only the ground note and the fifth repeated. As many pipes as a mixture con: 
= tains for each note , of so many ranks it is said to be. 

The Cornet is of the same mixture as a mixture proper. 

Flute Stops 

They are divided into 3 sorts. 1 quite open. 2, quite stopped, and 3, half stopped. The 
first(quite open) are made in every variety of shape»narrow and tall _or wide and short- or 
diminish inbreadth towards the top._ producing much variety of tone known b^ different names. 

•y* These measurements in feet indicate the height of the pipe (aboye the mouth-piece) which would be sounded by pressing- the ke) t.,.u 

-vileiit t ~\L EEE t>« the Piano Forte. (See Table paffe^ 

nonsuit of stopping the end of a pipe i* to produce ai grave a pitch from a four foot pipe as would be obtained fro.,, an a\ n |»ip« N t 
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(if 
Til the strand (quite stopped helo> 

The stopped Diapason. 

Bordtin. 

The Quintaton .on account of its narrow mouth and the shades attached to both 

The fifth above is heard in addition to the ground note. 
The half stopped Flute work, is called a Reed flute. 

In the covering of its pipes there is a little tube fastened in the middle through 
which the air flows . 
The Reed work. 

The Trumpet of 16 . H or 4 -feet . 
Oboe, H- feet . 

Bassoon v most ■ usually 16 - feet . 
Posaune, of 32 and 16 feet (in the pedals.) 
Clarion . 
Regal. 
Vox humana . 

In the preceeding enumeration of the stops , onlv the most usually occuring 
are named, for a concise description of the various parts of an organ see 
the € Jv Part of the first edition of this work. 



ON THE MOST APPROPRIATE USE OF THE STOPS. REGISTERING . 

§1. The stops (registers) enumerated above are of tv*o kinds. 
I . those in nhich, upon every kej f the note properly belonging to it sounds; so that, 

for example, upon the key C, a note corresponding in name sounds; 
2. those in *hich another note sounds; for example, nhenC is struck, its fifth G, for 
instance, or its third E . 
The stops of the first description are called* in this respe< t f Lending sfops(H tuptsf imtnen 
and are those of the same pitch as the human roice f or the usual key'd instruments the s 
feet Diapasonstops (Grundstimmen) ; and those which give the lower or higher octave* of 
the Diapason stops (viz . the 16", 4, 2, and I feet ones). Filling-out stops ( lusfiillst imnwn) *V/ 
ing stop* (Fullstiinmen) , or strengthening stops V* rstarkungstiinmen) . 

The stops of the first description of quint, tierce, and mixed (mixtures eornetts),are 
called secondary stops ( Nebenstimmen)» auxiliary stttps Hiilfsstimmeft). 

§2 • Although the 8-feet stops are the real Diapasonstops, yet still the 16,4 , and 2 feet 
stops may be employed singly by the organist as Diapason stops, if he plays an octa\e 
higher for 16-feet, an octave loner for the 4 feet, and two octaves lower for the °- feel 
stops i 

.Vote . An experienced organ-player will sometimes likewise be able to employ, in its 
proper pl.o « , nith good effect, the higher and lower stops according to their | 
tion, *ll> when he employs the organ as an independent instrument ,*ith 

out being at all restricted to the regular church style . 
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<$:* , The Diapason stops ( the H feet on?s) are the basis of the organ;"*; ami in' a good in*. 
jmment, the 8 feet tone should predominate in the full organ; and should not he overpow, 
_rred by too many higher or lower filling or secondary stops, by this test the good Guilder 
is known, the organist in selecting single registers for use . should have regard to this - 
fundamental relation; and to the difference in the quality of the tone of the Tarious stops. 
<§ 4 . In blending registers together , particular regard must be had to the difference 
between the stops in respect of their various quality of tone; in this respect the following 
is to be observed . 

a) the following sound strong, full , and solemn — Diapasons, 32, 16, and 8 feet; Borduh 

16 and S fvet; Grobgedakt (great stopped Diapason); Reed flute . 
6) agreeable, mild, pleasing — flutes, Kleingedakt , (small stopped Diapuson);Lieblichge_ 
_dakt, viola di Gamba, Salicioual; Waldflote (forest flute) , 8 -feet ; 

c) hollow, snuffling — Hohlflote, Quintaton; 

d) piercing sharp, — all narrow, small scale; 4,2, and 1 feet open stops, and the mix-. 
_ t ures above all ; 

<>> guttural — all reed-stops more or less. 
Stops made of tin sound clearer than those of wood; stopped pipes are milder than 
open ones; half-stopped ones, or those tapering to a point, sound somewhat stronger than 
iho^e quite stopped, but not so strong as quite open ones, 

I 

§ r> \ . — Use of the Leading Stops . 

In a well arranged organ, all the leading stops used together — viz. 16, 8,4, and 
2 feet — have a good effect without the secondary stops , We will therefore only give a 
few hints respecting the judicious combination of single stops . 

1 . The union of leading stops, of equal pitch and like quality of tone* gives indeed 
an increased strength of tone, but no particular alteration "in its quality. Thus, for 
example, two open diapasons or two stopped diapasons, or two flutes, or two trumpets 
of equal pitch (S or 4 feet tone) will sound louuder than any one of those stops by 
itself, but its quality will remain the same . 
2. The union of leading stops of equal pitch , but of unlike quality of tone, does alter 
the latter. For example , open and stopped diapason, S feet ; Viola di Gamba and stop. 
_ped diapason or a flute-stop, 8 feet ; Quintaton and Viola di Gamba, or open diapason, 
Sfeet; trumpet and open, or stopped diapason or quintaton , S-feet ; principal or or. 
-tare 4- feet and reed flute; Gtdackl ( flute) , 4 feet , &c.&c . 
3 . In blending leading stops of unequal pitch, it is generally requisite to take care that 
the Registers to be united are only one .octave distant from each other; consequently 
that the stops 16' and Sfeet— 8 and \ feet —4 and 2 feet , are joined together; and that of 
these two stops, the Diapason stop, the really 8-feet stop, or the 'apparently h-feet 
stop , resulting from transposition into another octave (see 2) is mostprominent . 
iVote . In quicker passages, a combination of Registers, which is contrary to this prin- 
-ciple, is ofjrood effect. For example, Bordim or Quintaton, 16 feet ; and a clear sound 
.ing ,4 feet or even 2 feet register; Quintaton Sfeet; and Sifflote, 1 foot ; &c. £c- . 
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§ G U .— Csc of the Secondary Stops . .*• ' 

As the single secondary stpps do not give the true fundamental note, hut either i f -» 
fifth or its third; and is if, even in a combination of secondary stops, the fundamental note is 
contained , it is at the same time too much concealed hy the other notes; it of course foHows, 
that the secondary stops can never he used alone. For example: if, in order to he ahle to 
play a Quint register (twelfth) of 3 feet by itself, the fifth below were to he played, that 
would be attended with too much inconvenience, and be also of no service , because the same 
effect can be produced by another register, quite similar to it in tone (octave A —feet English 
principal .) 

♦Yofe . In many of the larger organs there are cornets and mixtures so arranged that , 
the fundamental notes so greatly preponderate, that, in many eases f and for the at. 
tainment of particular effects in the solo playing of the Virtuoso or accomplished 
player, they may even be used alone , at least in the upper octaves , where the secon- 
dary notes are the least audihle f and are overpowered b) the fundamental notes; hut 
in such an employment of the stops as this, the before-named condition must exist, 
§7 . Without regarding the exception named in the preceding note t we assume that all 
secondary stops are drawn with a full organ: this is exclusively the case with the mixtures. 
The cornet can he used in connection with the principal S-feet (open diapason), which may he 
strengthened by octave 4 -feet, or even a 16 -feet stop (double diapason), or even with a reed 
stop (S-feet ) . In using the Quint register (twelfth 3- feet ) an open diapason S-feet must al- 
_ ways he employed at the same time, strengthened also by some other S-feet stop princi- 
pal, 4- feet) # and octave 2- feet . To a simple tierce stop, there should always be added the 
fifth stop lying below it, and the octave stop Ijing above it, as also the necessary fomulu- 
_tion stops besides, in order to conceal as much as possible the fifth and third. The latter 
will easily be the case in the upper octanes, on which account the performer must , in using 
them, avoid getting into the lower octaves, where the fifths and the thirds would sound dis- 
- agreeably conspicuous . It is another thing with a full organ, where the experienced or- 
gan-builder has taken good care that this defect should not occur . 

\ote . There has been much controversy respecting the admissibility of the Quint 
(twelfth), tierce, and mixture stops . This is not the proper place for a further 
discussion of this topic; thus much, however , I may venture „ w ith the concurrence 
of all good organ players and organ builders, to assert, that an or^an without those 
registers would be deprived of much of its peculiar penetrating power . I of cour*e 
presuppose that the disposition , scale, &c . of those registers are in exact pmpor- 
portion to the whole of the rest of the instrument . If indeed, a multifarious 
combination of mixed stops, with the appropriate quints and tierces,, is attempted 
upon some S-feet stops, among which there may possibly not be any open metal 
stops at all, a most horrible crash would be the effect produced . 
§S. At the conciosion of this Chapter, I must mention that I could only give hints 
respecting the use of the stops ; v ^ecause a difference in the scale, in the intonation, and 
likewise in the proportion to the other stops, even a difference in the relative* position of 
quite similar stops in the organ(near the performer, or at a distance from him, above or 
below Jjjm),, will produce quite a different effect . The organist who loves his pursuit, and 
prosecutes his art with zeal, will certainly apply all diligence to become intimately acijaeut 
-ed with his instrument, both as a whole and in its separate parts, with the character of 
each stop, its strength, its weakness, its relation to every other. By that means he will finl 
many combinations which only a good car and a refined taste, with respect to the object m 
view, can enable him to determine as to the propriety of making use- of or not . 
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. THIRD PART. 

ON THE PKOPEH APPLICATION OF ORGAN-PLAYING TO DIVINE SERVICE. 

This point lias already been remarked upon in general terms sufficiently for our 

purpose, in the Introduction to this work, and in the 4th Chapter of the First Part: we 

propose now to say a few words with respect to those special cases in which the org-an 

appears as an essential element in puhlic worship, co-operating- Mi th and promoting-it. 

ANe have to consider 

.1. Choral Accompaniment. 
.2. Interlude. 

3. P.-elude and Postlude.( last Voluntary.) 

.4. Accompaniment of instrumented Church Music, such as the Liturgy, and the 
Responses. 



CHAPTER 1. 

OF CHORAL ACCOMPANIMENT. 

§1. The Choral (Psalm tune)is,in reg-ard to its object, the noblest and the most simple 
popular song*; it is an essential element in the public worship of God, and the means by 
which a greater or less number of persons of every ag'e and every condition g*ive ex- 
pression at one timie to their religious feelings. 
§2. That the Psalm singling* be rig-htly conducted, is especially the business of the or 
-ganist, the precentor, and also of the choir. 

§3. In order that these may be enabled to fulfil their duties, a Psalm book is parti 
-cularly necessary, in which the Psalm tunes are properly arranged with respect to 
the melody and harmony by a competent master ; according 1 to which/the s ingoing" mi g*ht 
then be conducted and practised in schools and churches. 

§4. The melody of the chorals must not be disfigured by ornaments, passing" notes, &c; 
but the organist and precentor should rather take care that such superfluous additions 
as the cong*reg-ation may have been led to adopt, be gradually abandoned and the pure 
melody be restored. 

§5. The harmonious portion, which is expressed either by the org*an alone, or toge- 
ther with the four- part singing- choir, must be simple, but powerful. The parts ac- 
companying" the melody av ill most appropriately move in the same time, as itself;on!y 
very. few passing* notes should be allowed , no striking* unexpected transitions , no ac- 
cumulation of dissonances, &c. are here in place. It is particularly contrary to the 
object of the harmonious* accompaniment of the choral, to begnn or even to finish the 
sing-le lines with dissonant chords. 

i 

" ; ; v, \ 
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Mith reg-ard to conducting- the parts in choral playing-, a pure four part ar 
rangement is the* foundation; a choral book, such as was desired above (§ SJ worild 
therefore require to be so arranged that the four parts should be broug-ht upont*o 
staves, in order to be capable of being- sung- at once by four voices; consequently not, 
as many would have it, exclusively in close harmony , nor, on the contrary, continually 
in wide harmony, but alternating* as is required in a g-ood arrang-ement of the voices, 
in which reg-ard is had to the natural compass, and to a g-ood internal melodious con- 
nection of the parts. 

§7. The continual pure four- part playing- becomes monotonous , and the peculiar 
powers of the org*an would be lost, if recourse were not had occasionally to full play, 
ing-, according- to the contents of the Psalm, and also the strength of the cong-reg-ation. 
In so doing* the g-iven harmony of the choral must be preserved, and the full playing- 
only be accomplished by the doubling- of sing-le intervals, which may he done without 
any very great solicitude to avoid octave progressions. (See§§48-52 in the First P^rt.) 

§8. It has likewise a g-ood effect to be a little florid in the middle parts or the 
bass, but this must be upon' the basis of the harmony g-iven in the choral hook, in ol- 
der to agree with the choir, which sing-s the simple harmony of the choral book. For 
this manner of playing- , much kiiowledg-e and proficiency in counterpoint is required, 
as also a careful consideration of the sentiments expressed in the *ords and in the me. 
lody. Such a manner of playing- is only suited to hymns of a lively character, and then 
only by way of chang-e. The first lines of the Hymn , u Nun danket alle Gott" may 
serve as an example 
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Florid in all the accompanying* parts , with the same fundamental harmony. 
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§9. The time in which chorals should he sung" must depend on their character; 
thus, a penitential psalm must he sung* slower than a psalm of praise or thanks- 
giving-, which admits of a quicker time 

§10. The registering" of the org*an,in respect to streng-th and weakness, must he 
governed hy the nature of the congregation. The org*an must never drown the 
sing-ing- of the congregation ; on the contrary, if the words of the hymn shouldhap- 
pen to require it, a verse mig-ht he sometimes accompanied quite softlyrthis is, only 
advisable in the case of well-known tunes; the whole strength of the org*an heing* 
sometimes required, to direct the cong*reg*ation, in tunes, little known. 

§11. In order the more easily to teach the congregation a new tune,or to lead them 
to abandon any acquired inaccuracies , it will he of advantag-e to play the tune in 
Vinson, with the full org*an upon the manual and the pedals , or even to do so with 
the hand upon the manual alone, whilst the pedals play the fundamental hass in short * 
notes for example: 
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§12. It is of course to be understood, that ,where there is a choir that sing's 
the tune through all the verses of the hymn quite alike, in four parts, the or- 
ganist must not indulge in any deviations or alterations in the harmony. But if the 
singing is not continued strictly in four parts through every verse, an organist pro- 
ficient in harmony may, being partly guided by the subject of the hymn* and for the 
sake of producing some variety, sometimes employ other basses and chords. But he 
must ever keep the main object in vie*, and he should not be too ready to indulge in 
bombastic and extraneous harmonious successions, or to display too conspicuously his 
scientific skill; but his familiar acquaintance with harmony should only sertefor the 
purpose of giving a new charm to the often heard and ice// knmrn melody, without lo- 
sing anything of its clearness and general character, which would be the case if he 
were to select harmonies which are not naturally adapted to the melody. The organ 
-ist who is impressed wit ha high sense of the high importance of his calling,will not 
, be guilty of anything unbecoming, but in all his performances will bear in mind that 
the art of the organist is applied to the most sacred objects, and that the fulfilment 
of his official duties should redound to the honour of God and the edification of 

thousands in the temple of the Lord. 

« 

Remark. As the hearing of the same harmony throughout several verses will 
lead to monotony,it might be well, if the entire choir were, in several verses , to 
sing in unison with the congregation, and leave the organist at full libertv. 



UU method l», however, anly U» be employed whea all other mean* hare failed. In large orf*a-worat, where t1»r -e are aUo net uati** 
tfopa fa the medal*, aad the eompaaa of the ipper tote* allow* of It, the melody may he played la the pedal* with the right < •', 
U.' Mi the lower aote* oaly— aimely, thiu; 
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OF THK JNTKRLUDK (ZWISCHKSSPJEL) 

§ IS. It is customary for tbe pause Which is made between one line of averse and 
the following' line to be occupied by the organist with what is called the interlude. The 
choral would undoubtedly acquire more solemnity if the interlude were to be entirely 
done away with,"¥" , 

§ 14. If the interlude has any possible object, it can only be the following*- to connect 
harmoniously^ and melodiously the last member of a line with the first member of 
the following* one. The organ-pla\ er is so to manage the interlude > that it shall 
conduct the congregation from the conclusion of the one line to the commencement 
of the following one in the most natural manner. Consequently, in the interlude, 
no harmonies should be used which do not stand in the closest connection with the 
two harmonies of the choral, between which the interlude is to effect a connection. 
The interlude must, as it were, grow together with the two harmonies, between which 
it is interposed. Therefore it would be highly improper to deviate in the interludes 
from the slow pathetic movement of the choral, and to adopt in them a quick move- 
_ment. The simpler the interlude is, and the more intimately connected, as well with 
respect to melody and harmony as to rhythm , with the choral, the moi*e appropriate 
will it he. 

§ 15. With respect to the time in which the interlude should be played the rule 
might be adopted, that no quicker division of time should occur in it than half the 
shortest note in the choral, written in crotchets, the shortest notes for the interlude 
are semiquavers if the choral is written in minims, they would be quavers. 

§ 16. When it was said in the preceding § that the time of the interlude must 
be governed by the character of the psalm that is also to be understood as ap- 
plying* to the entire arrangement of the melody and harmony of the interlude. 
The organist is not , however , to attempt U> express to paint (as it were) what has 
been said in the line just finished or about to commence; for example- if the word^ 
joy occurs, to introduce frisking* passages ; $t the word sorrowful, to whimper in 
semitones; and when thunder is mentioned, to storm away with powerful unisons that 
which the organist must endeavour to do, is, to make his entire playing* conform, 
.able to the leading sentiment which is expressed in the verse or in the psalm. 

§17. If, upon concluding the interlude, the congregation does not immediately 
fall in with the commencing chord of the organist, it is better to dwell upon that chord 
until the congregation begins, than without regarding* them to proceed farther, or to 
lengthen out the interlude by superfluous additions, 

§18. If the organist keeps invariably to the same length in the interludes, the 
congregation will soon get accustomed to come in again at the proper time, or by 
keeping the pedals quite silent during the interlude, and introduce them again at 
tlie beginning of the next line of the hymn, the congregation would know with 
certainty, when to begin. 

The Bullish organists have lung ''been of this opinion, as the interlude between the linea has been divrontinned for 

mihi \ ynr*i Examples of it are td be found in Dr. Blow's Psalmody. This chapter is retained oVc*nse moM 

1 the remarks «PP> > equally to our interlude between the versos. 
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CHAPTER 9 . 

OF THE PRELUDE AM) LAST VOLUNTARY. 



§19 . The Prelude must be arranged in accordance with the various objects to he 

attained; it can serve 

1 . As an Introduction to the Church Service, without any hymn immediately follow ing; 
L> • As an introduction to, and preparation for, a hymn to follow it; 
3 . As an introduction to Church Music . 

§?o . With regard to the first case f the organist has here an opportunity to ghe full scop< 
to his instrument and his art 9 but always regarding the dignity of the subject and the 
particular object of the solemnity. The first prelude at all public worship conns mi- 
.der this head; here the organist ought, as the commencement of Divine Servicet to he 
-gin with an introduction in character with the object of the festival, and then con- 
-nect with it a suitable transition to the first hymn. The duration of such preludes ma) 
be somewhat longer than that of those which occur in the course of the service as 
choral preludes . 

Remark . Extemporaneous playing is not out of place here; but those who have not 
that gift at command, had much better choose some good existing works. It 
may here be said generally that it is a false notion entertained by some or. 
-ganists that every thing they pla\ must be the produce of their own invention, 
they should rather endeavour to practice effectively good existing compositions* 
of which there are some for all purposes and occassions, ami in all degrees of 
easy and difficult execution; they would thus promote their own improvement 
most materially: 
§ t? 1 . The prelude to any given choral should prepare the congregation for singing 
the hymn; it must therefore — 1) answer to the character of the hymn; J) it must determine 
with certainty the mode in which the choral .melody is; 3) it may also contain intimations 
of the melody itself, which is particularly advisable where the melody is not quite known, 
or where different melodies are used for the same hymn . 

§22. Df m ote to \) . The organist must use all possible means in order to Indicate the 
sentiment which the Inmn expresses; therefore, besides the ideas which lie njlhiia 
_es to th ear, he should also have a suitable combination . of stops . He will con. 
- sequent ly t when the h\ mns express tender emotion* f net hurst out violently; and 
when the hymns are of a lively character, not melt away in sorrowful me- 
lodies with soft, weak flute -stops . 
§1*3. Wote to2). For melodies which are written in the modes of the preneol 
day, no organist is likely to go wrong. Many melodies written in the so -call < <l 
old modes may, cause great embarrassment to know how to manage the preltl 
most suitably in tUl respect . Melodies in the Dorian and Phrygian, and al 
in the in »li 4 ui modes, are especially likely to OCOMtfiofl doubt . 

MDEK'ft Orga* Arh«»ft. 




70 



There arc, in the Dorian mode, melodies which end with, the dominant —viz . 



for example, "Thro* Adams fall'(N° 6 page \9)"Christ unser Herr zum Jordan kam n . jf 
the organist were to arrange the prelude in A major, according to our modern 
view, that the closing chord should point out the mode, he would be wrong: the 
prelude must begin in I) minor, the prelude must also conclude with it .The pre- 
ludes to the' Phrygian and Hypophrygian melodies must be arranged exactly like 
our modern mode of A minor, with the requisite touching upon the mode of C 
major, and the conclusion must then modulate' =to the commencing chord of the 
ehoral . melodies in this mode often begin with the dominant • chord of A minor, 
also with the tonic chord of C major or even E minor; thus, the .melody In deep 
distress (X° -4 page 19) begins and ends with the dominant chord of A minor, The 
conclusion of the prelude beginning in A minor must consequently modulate to the 
dominant chord , but without'' making a complete close in E major; the course of 
modulation being, for example, as follows: 
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For the melody "Kerzlich that mich vertangen" transposed one tone higher, the pre- 
lude is to be in B minor, and the conclusion passes into D major, the commencing 
chord of the melody, The Phrygian melody, "Christus der uns selig machtj 9 begins 
in A minor; there is consequently no difficulty with the conclusion of the prelude: 
in the same manner, in the Phrygian melody, "Herr Gott,nach deiner grossen Gw- 
t igkeit\ 3 transposed a third higher, where the prelude must begin in C minor f it 
should terminate in the principal note, because the melody begins with the tonic 
chord of C minor . The melodies "Mitten wir in Leben sindy and "Herr Gott dich 
loben wir" begin in E minor; the prelude must therefore end in E minor. 

A prelude answering to the Mixo-lydian' mode modulates more in C major than in G ma- 
jor; it does not go at all to D major: the conclusion of the prelude is governed by 
the commencing chord of the melody; the commencement by the final chord; thus, 
the prelude to "Mein Aus?en ich'gen Berg aufricht" might begin in G major, and then 
go to C major. If the melody begins with the triad of G, a so-called plagal ending 
is here in place; for example — ? . 




As in fhe Chora], rr Gytt sei gelobet und Gebenedeict' 
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§lM. .Vote to '3 j . There is a way of playing the entire melody <»f a chord to the ron-ri. 
. £> it ion, which is called giving out a melody, I'pon one manual with particularly predomi- 
nant stops, the choral melody is performed line by line, accompanied by the other hand 
and the pedals in a florid style; and between each line of the melody the florid accom- 
paniment is carried on, in which also the hand that played the melody can join (but uj^n 
the other manual which accompanies the melody). The melody may be taken in the so - 
.prano, or also in the tenor; indeed, even in the pedals. In order to a satisfactory extern 
.poraneous execution of this kind, there is required much practice in harmony and in 

composition generally, and likewise a perfect command of the instrument . Of this de- 
scription may be had t in preference to all others , master-works of Sebastian Bach;theie 
are others, less difficult, by Hink f &c.&c. see Mendelssohns Lobgesang & Paulus . 
Ah preludes of such a kind, if they make any pretension to elaborateness, and are not in- 
tended to contain simply the melody itself, mitst have a certain length and breadth; 
they should, as brevity is now desired in church s'ervice, only be employed for inelo. 
-dies of moderate length. One part only of the melody, also, may be treated in this 
manner, employing perhaps the first two lines, or even only the first line of some 
imitations . 
§!?5 . As it is one of the principal objects that the'eongregation should begin the melody 
firmly and truly, the organist must not only conclude in tbe octave in which the melody 
begins, but he will also do well if he joins the commencing note of the melody to the 
concluding chord of the prelude in the upper part; for very well-known melodies this is not 
so necessary as for those which are less known . 

§!?<7 . All that has just now been said applies likewise to the interprHudesfinterpraMdiniih 
which are to connect together two hymns immediately succeeding one another.lt is here good 
for the organist to hold on the concluding chord of the first hymn rather longer than usual, 
and even also to let the pedals sound alone (but only for a very short time), during which he 
run make any requisite changes in the registers . Then he goes over, in a suitable manner , 
not too quickly, from the previous key into the mode of the following choral, and introduces 
the same according to its character . 

§27. The organist , should guard against making any preludes too long , and thus protract 
the divine service in an unsuitable manner; still, he must take time to express what is neces 
-sary: to use merely a few transient chords as a prelude, is making it a matterof too lit t le 
consequence . 

§2S . In the prelude to church music which Ts* to be accompanied by instruments , the organ 
-ist must keep in view the tuning of the instruinents/and not only begin in & key in which the 
stringed instruments are to be tuned, but he must modulate in such chord* as may fat il i - 
_tatc this tuning of the instruments; this is done the best in I) , occassionally touching the 
chords of G and A . If kettle-drums are employed in the band, and these arc to be tuned in 
some other than the given tones, the organist should touch that key, and towards the end 
return to the key in which tli - music begins. 

§*_\9. Formerly there was a different pitch for the church and chamber . la modern tUm*, 
org ins are tuned, as is just and proper, in the chamber pitch now in use . To connect the 
organ and the orchestra is, however, at all times a troublesome business; for , with the con 
-tirnnl alteration of the orchestral pitch, which has now no fixed standard at all t and depends 
almost entirely upon the will of the manufacturer of the wind instruments, it cannot he raid 
with any certainty, before hand, whether an organ tuned in proper chamber pitch will, in the. 
(otirsc of some years, ajrree with. the orchestra or not . 
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30.0/ the Postlude (Lust Voluntary.) 



The last voluntary is introduced in many churches at the conclusion of the whole 
service, and Mas possibly adopted for the purpose of drowning the noise of the congre- 
gation leaving the church, the organist is not here trammeled and may allow himself full 
scope, but he should still bear in mind that he is concluding a devotional solemnity . He 
can here exhibit the art of the organ - pla\ vv in its fullest extent , as well in invention 
(where he indulges his own fancy) as in the technical management of the giant instrument. 
He should avail himself of this fine opportunity to give the best music in his power,There 
are valuable works enough Mhich can be here made use of: whoever is competent to it, 
will find a rich store in Sebastian Bach's works; something more easy of this kind has 
been produced by Novelio, Rink, not to mention Al breehtsherger, Eberlin f Handel, &e. &c. 



OF THE CO-OPERATION OF THE ORGAN IN CHURCH MUSIC, THE LITURGY, 

INTONATIONS, RESPONSES, ETC'. ' 



§:U . The organ can be of essential service in church music; it can co-operate as a sol*) 
iust rument ,and likewise serve to strengthen' others. 

§3t>. When it is employed as a solo obligato instrument, the mode of registering, upon 
which here every thing especially depends, will be partly prescribed by the composer or 
director, or else it is left to the judgment of the organist . He must, in the latter ease, make 
himself acquainted with the score of the composition, and will consider the relation in 
which the organ solo stands to the whole, in order that he may neither predominate 

r 

over every thing else, nor yet be wholly obscured . As he is to play the part which he 
has to perform exactly as it is written, there is no difficulty .provided he possesses the 
necessary degree of execution . , 

l\"ote . Joseph Haydn has employed the organ in this manner excellently well in the mass 
in E flat (N° 12) and in his"Stabat mater in G minor; also Mozart in the^Laudate". 

,§33 . Provided however, that the organ is not employed as a solo instrument,but is onl\ 
used for the purpose of adding to the strength, there is often only one bass part given 
with what are called figures . TJris marked part is called • 

§.34. The Thorough Bass part. The numbers marked over these bass notes denote to 
the organist the chords which he has to play with the right hand to the bass , which he 
has to play upon the pedals, or upon the manual with the left hand. That this figuring 
is not to be depended upon, and that an impossibility would be expected of the organist-, 
even of the most proficient ( if the organ accompanient is to accomplish its full inten 
1 ion ) is evident . * 
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$S.V I lie org** i*> to he considered as an instrument composed of main vind instru 

its; if, therefore, the organ is employed in any musical perform. true of the present 
da\ , vhich is aKajs provided with wind instruments, an accompaniment denoted by such 
uncertain marks might very easily spoil the effects of the real wind instruments; it 
may likewise injure the entire course of the principal melody. For by the numbers the 
chord* indeed are given, but not the place - the octave in which the accompaniment 
uould be most appropriate. 

§86. The accompaniment would be more easily understood, and more correctly 
executed by having the real notes written down. 

§37. The last named plan would therefore remedy the defect and the inevitable 
uncertainty of playing* from so imperfect a system of marking. Let the notes be 
written completely out , as they may be desired for strengthening in this or that place; 
for as, according to the old system, the clever and cautious performer endeavours, h\ 
drawing quite weak registers, at least not to spoil any thing, the consequence is that 
the organ does not produce any effect ; while, on the other hand, the unskilful and in- 
cautious one registers more strongly, and, all at once, finds himself employing chords 
perhaps in quite another and a higher region than the composition is just muting 
in, and the effect is spoiled, whilst;on the contrary, with an accurate notation, and by 
only employing the organ to increase the volume of sound, a considerable effect may 
be produced. 

§S8.0f the co-operation of the organ in the Liturgy, Intonations, Responses,&r, 
it is only necessary to obser\e this much,— that as the organ has only, in all these li- 
.turgical forms, to support the singing, it is not to predominate o\er it , but neverthe- 
less not to be so very subdued, that the object of leading the singing is lost. 

In many Protestant churches, where the clergyman c!?ants the collects and the be- 
nediction, this is sometimes done with the organ accompaniment. As the distance of 
the clergyman from the organ choir is considerable, the organist must listen \< 
attentively, and give »ay to the person chanting; on which account he must so ar- 
range the registering that he can hear the clergyman, and the clergyman can 
hear the sound of the organ. 
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The universally aclrnittt^l \%ant of g*ood progressive Pieces for the OrgTin,sug , g , est««l 
to me the propriety of subjoining* to ijiy * 4 Theoretical & Practical Org*an School*' the pre* 
BesA Collection of Trios for the Manuals and Pedals. They are intended to be played 
upon two different Clav iers in Addition to the Pedals; by which method it is hoped that the 
Student will obtain a complete independent command both of hands and feet 

The greater number of the Trios can be played upon one CIavier;the only exception 
being* where the Manuals cross each other: but two Claviers will he found more effective, 
on account of the greater variety that can be gn\en in each Clavier by the use of different 
Registers, or Stops; as it will be observed that the important or prominent part should lie 
sometimes with the rig*ht hand , sometimes with the left, and at otters with the Pedals. 

Annexed are 12 Varieties of Registering-, to which reference is made at thebeginning- 
ofeach piece; those marked A being- for the upper part, and those marked B for the 
lower. [As some of the stops mentioned by MV Schneider ( such as the Quintadon, 
Salicional & Gemshorn ) are not usual in Eng-lish Instruments, other stops which may be 
substituted for them have been pointed out in a parenthesis , for the convenience of 
Kng-lish Org-anists"l 



A. or UPPER MANUAL. 

V 1 , Oi*n !)M(ift»'»ri. 

Flute 8ft. (or Dulciana)* SaJirinnaJ 4ft. for Flute.) 
.1 , Oeiu\h«rrt H.iur Hautboy ) and Stop D. 

4, QuintaHon (or Stop D. & Principal ) Sc Flute. 
b, Viol Hi Gamba (or Dulriana ) Sc Stop D. 

6, D? or Oetmhorn for Harfboj ) Sc Principal. 

7, VuintHilon (or Stop D Sc Prin.) Sc Fluti*. 

5, Bon un (or Ihlfrf !■!■ ) TIT Hohl-Flute Sc St.*p D. 

9, Viol di Oamba(or Dulc )with Quu.tmUn (or Str,p D.Sc Prin.) 

10, Open D. with Quint H Sc 4 (or Stop D. Sc Pnn- 

11, Trumpet Sc Stop D. or Trumpet H Sc 4 (or Clarion.) 
IV, Open 0. with V»'"t H Sc 4.(or Stop Dxp.Prin Sc Flute.) 



B. or LOWBH MANUAL. 

Ouintadon,Hft.(or Stopped Diap. & Prin.) 

St' i'|»ed Diap. 

Viol di Gamba (or Dulciana ) Sc Flute, 

H<h! Flote 8 ft (or Dulciana Si Flute.) 

Open Diap. •mall »cale(or Dulciana.) 

^uintadon (or Stop I) * Flute. ) 

Open Diap. 

Viol di Gamba (or Dulc.) with Flute or Stop D. 

H .hl-Flote(or Dulc Sc Flute) with Bordun 16 ft JL<>r Double D-,) 

V.< 1 di Gamba (or Dulc )A Bordun lo'ft.(or DouMe Di«p.) 

Open Di*p. with VuintaHon (or §tnp D. St Prin. ) 

Trumpet * ith Stopped Diap. 



In registering for the Pedals care should be taken so as neither to overpower the 
Manuals, nor yet to suffer the Pedals to be too feeble: hut where the subject lies in the 
Pedals, then that part should of course be made prominent. 

The above general directions for the effective combination of the Stops are chief l\ 
intended for the g*uidance of young 1 Performers: the more experienced Organist ran m<» 
dify them Recording 1 to the peculiar construction of the Instrument on which he has fa 
exhibit his skill, or can introduce such other changes as may be suggested by his awn 
fancy, taste and judgment 



m '^teHptinti anH i » *«. p*^ 

remark* a* to the moat i| 



IDBB I Or t 



o/V? 1. yindanie. Reg. 1. 2.3.4.6. II. 




w 



w 



^s 



i 



-td 



-jo. 



=i 



W 



i* J J i ||> 



- 



r I I 



p 



— p- 



s — -s i 








' ffl ."J ,« 



^p 






te 



^ 



'«■ ^- 






-0 M * 



t 1 1 1 



^ 



."».|J' 



** 



*=(C* 




S" 



5r£ 



^ 




■r r f — 



~ ' ' 






g^^^P 



mm 




m 



^m 







m 



m ^Jim 



p 



» ^ rf* 



s 



jj f I J7T3 ' z 



i^m 



fljJ JJ l ll ll jj.'i ^ 



^s 



^^ 







^ .0 = 



§3zf4=? 



•mm. 



m 






<->:: 



^k 




¥ 



$ 



^-N4-t 



i 1 ■ 




3= 



* O 





^r^ 



f i^ *w 



1 x 




IPs 






<+,^™ 



,V? 3. Larghetto. Rojf. a. 5. G. 



5 



ipre 



rz 



1 "'LuiuuLTf! 

< 2 1 — ^ 



I 



J 



l*i 



@t 



s 



^g 



31 



us 



^ 



^=2 



1 2 1 



PP 



y.raa 



Pi 



: 



^ 



» . W 



g 



d «LM 



s 



r«: 



-n .-^s* 



^S 




SE 



SP 



i 






§3 



*^ 



» ^ 



^g 



p~ TOF^ 



Iff 



» 



a 



*s=^ 



' ! ! 



-1*-*1* 



iP 






^^3 



<) 2 1 



21212 



oW°? 4. Allegretto. Reg. 1. 2.4.7. 




ffe 



p^» 



^ 



■p — *■ 



s 



i i 




^ES 



P 




i-r 



I .. J 



b ^ . JJ ;-* 



< Kft ■• .- J~P' 



2 1 * 



r 1 CD' 



i—O. 



l a i 




ps^ 



s 



[ fcfy J h/i^ j E 



s 



te 



f^J) i a ST" 7 



^ 




*3# 



^^i 






s 



1 



p^p 



JJ* * fr 



P i-^ 






.f)U 






^ 






£1 



£i 




B^ 



-ff-ir 



; 



p§ 



S 



J- r / 



^^ 



L-/'^ 1 




1 O * I 



Jf? 5. Adagio. Reg. >. «. r. 8. 



i 



1 






f frfig 



i * ^ 



JfrQtrr r 



^-J^ Jg 



t- * 



s 



a^g 



r^ 




p^p 



( jjfrff^-jg 




JV^ff. Foco Adasriu. Regr. 1. 2. 4. A. 6. 7. 8 




l '» a 



(^XHk^ l 



. 



^ ■ T77T?7 p 



' ^ 




^ 



\ STp J J_ 



^ 






<N<> 7 Amlantino. Kv%- '-■ «• 



if' ! "U LJJ 



1 



j?n J ^ ^ 



I 



Wu=3 




' ■ J iff J-; 



^f^S 



£ 



i 



r c/i r 



ipil 




<* — » 



fr gga& 



gg^g^g 



^ 



i=^ 



^H*- 



^^ 



iPf 



^ 



■L'VJ 



sHp 






♦ * 



S 



^ 



frT Mr 



^ 



$m 



2^5 



5f 



o 1 



a o * 8 






-^"CfeT 



TT?Hrf-J 



^S 



^ 



@ 



» 



rst 



f ' JCT J 



^^ 



S 



f? 



§3 



? 



PP^ 



^ 



^P 



SS* 



i 



Y 2 o 2 a 



i 



T* ¥ 



|jf ' rr r TT 



PW 



^§ 



nOH^I 



P^p 



* 



P^P f 



-Tin- 



ig 



3 



^ 



£ 



g 



P^E 



3 



» 



rp 



M r M ■ ( 

m 



- ffri r 



•# 



it 



- x ^M-f- 



^ 



i 



if^ 1 



L_€«L..»;_; 



J -JT3 



^ — h*- 



TO FT 

f j r f 






^ 



M J 




JV.° 8. Larg-hetto. Reg. 6.6. 



UlvJl 



tSlflus 



m=£ 



till Usj 



m 



s 



^^ 



r^ 



r i 



3= 



*= 



** 



We-" 



i 



m 



r=t=± 



u ■ f 




r ' J ilixr 



* m W^ s= ^- 



^J* 1 * 



r crrTD- 



r hfrgl 



r trcEr 



S 



jp3p 



■*■— p- 



(N 



5 



^ 



S 



» 



, | W~ * 



£ 






i 



jlj- t i r~T ^ 



H*^ 



^ 



8 



o/V.° 9. Allegretto. Reg. 1.4.. 



P 



g 



I#^ 



fr^-bjP? 



<?'<(■' fj j.lJ^ 



i 



^ 



Jffljfl] 



2 () i 



M 



HP 




feE 



^ 



5 



*c r rr<i 



3g 



^ 



-- — P- 



1 2 1 



! • . 



m 



f*Wdr 




^^ 



t^rrf-r 



£ 



SI 



SS 



£ 



^5^ 



£ 



£ 




^= 



i 



S§ 



0*1 "J 1 " i 



^g 



M 



ii 



^#^ 



9S^ 



1*«-1 (I o .. .. 



,7^- ' i^iJ> iilTi. 



•K 



^^ 



m 



m 






fe£ 



s 



fe^t 



:P=r£: 



q ii 



8 



J # 



g 



^ 



KZ 



*Sl 



J3^Q. 



§=^ 



j»# 



i 



^ 




#=& 



SP 



r r 



«; — » 



-£ 



im^ 



i 



^ 



i 



-p p- 



3CE 






^b 



IS 



¥fS 



»fe 






* 



oTV? 10. Andante sostenuto 



5^5^ 




Rcg.2.6. 7. /-; 



"n^r^^i^, ^ _-> 



s 



i=p 



35 



5t 



$ 



^ 



3 



&! 




^ 



3= 



f 1 



e 



* * 



fe 



4^ 



^— '^K^^ 



^ 



^=S 



F= i^ 



^ 



•V 



* 



gg#ti 



p 



3= 



^ 



i£ 



s 



1 



P 



IS 



*=t 



j s ss 



i 



m 



£1 



lip 



^ 



£ 



^ 



^ 





W 11. La r ghetto. Re*. & 7. O. 10. II. 



jffiuJ * |J ^^ 



£gjg 



i=P== 



s 



pi 




( fej J J g 



^ 



P 



i 



P 




9F 



Ji t 9l2.Andantino. R«tf- 1.3.4.* 



WJL. ^ '= 




S 



Is 



TZZ3 



% 



m 



^ 



X>. 



i? 



#*■ ' 




o I 1 



•s'p 



// 



•r * *>«* 



» a — *»- 



3 






^ gja-Nr c m i 






^i»v 



m 
^ 



o7V.° i4i Adagio . Ro e . h. 6. 7. 8 . 1 1 






3=^' - 



is 



^ 




£= 



JV.° i5. Larg'O. He jr. 7.11. 



te 




S^ 



^ 



@ f 7r iJT rf W ^£w 



I' 1 "! ' !)"' I ■' 



s 



=£& 



*Efe 




■■r 



i 



i 




i* 



s 



V- 



F=^ 



4W-J — 



f— l^H— ' 



i 




J.^-^ 




1= 



L:- 1 LP 




4 *"0j 



^^ 




WtP- 







^ 



jWHrnmr 



g.# j J fi 







w= 



Q7J*fl 




' ■■ m 



m . .. . 

oW.°16! Adagio. Reg. 9. 10. 11. (1.2.3.) 



r ■ — _r ^ J _f 




m 



I JJ"j J *^*^ 



p=^ 



7 2 i 






TT3 , rf3 

r J r ' 



# 






p 



^^ 



1 r J r 



?i » 



/ 



(/*■ ?' r ' rrr 



- 



^b^^ g pggpg g 



» 



£ 



i 



3=t 



^3E 



• ;# £ 




J3 J ^ J 



£ 



IT 



^*= 



P 3i fP i 



^ 







gmPf 



{$ 



^ 



- ^ J * " 'c/ 



:5=* 



p 



r " " ^j 



^ 



r 'rcf 



PP^n 




^S 



^sp 



rf^HH 



^^ 




l^jg^LLT-^ 



p 




■=* 






• 



f=g=a s 



v. • • 



pip^ 



pfep 



Nfrf^liUjJJ J 



J, ♦ J 







• :• - 



J4 



Jf? 18. •Andante con moto. Reg. 5.7. 



ffir^.iiLr 



mm. 



m 



^ 



m - 1 r cj' 



Si 



PW 



a 



CTLuD 



^^ 



#*F 



?*** 



,L3 



» , ■ -S 



sips 



2 X » 1 S^. ^O 




i=^ 



£ 



P=»^- ^ 



^gP 



£^ 



SE 



PS 



*-£: 



p 




•"-" I TI 



-*=? 



s 



3 



^S 



w»y J J'j =i 



* w d 



f 



1 SO 



&=* 



IS 



55 



*4 



!• 1* 



Pi 



^^ 



s 



ffil 



3 



i 



"A 



£ 



^^ 



y^" 



» * ,» 



%/ 



12 ' ' 



p^ 



i 



so l 



?=p 



i 



n 




m 



f 



^m 



r j i w < 

1 -* » i 



^ 



i 



ytry 



^ 



r nrrfl 



rr ari v 



# 0- 



* 1 * O i. 80 1 



^ 



a 



i 



£ 



frqat 



£ 



£ 




i o 




^ 



^n^if 



^ 



ra 



i 



^ 



■J J w »;« Bp 



£=£ 



iPip 



X O S O 2 



h 14 



r=? 



=rt 



€7 m 



W Amdamtim. R 






ff g LiH? 



P^PP 



Ppg3 



2p£ 



5* 



^ 



PPpP 




PP 



^S 



^ 



( W g JTTJ3 



1 



^ »i i 



WW 



^ 



52P 



^S 



t+ 




o/V? £0. Andayte con wioto. Reg. 6. 7. 8. 



ftp J 7 ^' 



^S 



imSi 



to 




^ 



fli 



!■ i 



« u -r# 



ps 



»amr f r f 



^ 



*£ 



-JSltj^N 



g 1 9 



1 *o 1 



1 <> * 




£jg ^ 



£H 



i 



IP 



^^ 



-• — #■ 



US 



^ 



..; ffi-Jflcl 



^ 







^=^ 



r 



^ r r f j IjJJ^ 



D^f 



? 



S 1 1 




16 



N? 21. Larg-hetto. Reg. 5. 



|pg 



?iP=P 




§§1 



WH* 1 J J 



P 



i 



PSl 



i 



PP 



Sii 



S 



wm 



3j3*LBJ 



i 



p 



gg^ 



i 



ip^ 



1^ 



i-^^ 3 ^ 



£ 



P 



£ 



P 



P 



S 



£ 



w 



I 2 1 « 




wy s>* 



aW? 22. Andante con ynoto. Rc^, 8.7, 



"3" • 2° 2 

T i — 




?r io2oia 



^ j J r r 



<pjiJ j j 



. ksirpjrp 



US 



i« 



S 



IP 



^ 



-^ 






cecf^i' 



s 



i» — ^ — *- 



18 1^18] 



-©- 



irgr 



w 



g^ 



ynj grs 



WlJ r 



i 



SH 



ws 



£=$ 



m 



^i 



* J 



HP 



^^ 



R^JJI : 




1 « i <L? 1 2 i 



I . .<> 



TO 



=i= 



23 Larg 




rTt • i o * » w © « i » 



iji" J ljr r v 



^g 



^P 



S 



i£ 



r 



PP^ 



gggj 



i=gg 



^^ 



9 



ani±4juiri 



1 O tf O 1 * 



^^ 



SF 



mm 



1 « IS 



_3* 



S 



* 1 



4* Li'ir »cLlt 



P 



[> « f 



^JJBpg 





* «s V 'J- 



■ l ^'CHf 



rr^ 



^f 



cfrr uci 



*=£ 



i 



e 



# — ^ 



2 



2 



s 



F^ 



a 1 » 



p 



o s i 



^ 



•V? ^4». Andantino. Reg.4.5.G.7. 



5 — r 




8 1 8 1 8 1 «^^8 




( l yrr-m 



^W 



P^ 



i^P 



PPI 



« — #■ 



C j;i ; —... 



.- 



^PipfF'': 



. :. 



18 



aTV? 25. Andante con muto. Reg. b.7. b. 



(m 



w v , r * 



^ 



^& 



m 



m 



pp? 



^ 



^pp 



^r? 



LL^cria 



s 



ai Q - 



$ 



m 



^m. 



w^=? 



1 . S O 1 « O 1 * o 




te 



iffi 



P 



j, tLj> 



fe 



P 



=£i 



Sg 




MS| 



eg 



8 1 



i^PP 



i=i 



^ 



j J.; 



l. o 



W 



^ 



p 



^ 



&£ 



xt 



im 



^^ 



■ >i JJV 



m 



i 



grr fnTi 1 



p r frtyrr^ 



H^ 



^P! 



PlPf 



If 



W 



i 



Pip'i 



ff^t 



vvwy; 




lip 



^& 



^^ 



^ 



i j i i 



fP 



<W? 26. Allegretto. Reg.3.5.7. 



T-r 




^ 



Lcjm/-^ 



3! 



•* 






S 



s 



3= 



If 



if* 



^ 



^ 



W 



•21 2 ^<> o w 1 c> 



fe r f(/ r 




SP 



Imm 



1 2 12 



S 



^HSfH 






• ^» » 



i^ 



§^| 



1 l A-. 



Mzzae 



pip 



^ 



p? 



2=£ § f f 



ft 1 2 ~ ° i*i*of* IV 



i*T<.\ 




^^m 



-v 



ps 



^ 



^ 




•=¥9 



^R* 



ti ffijfl J 



/.<> 




P^f 



PP 



.g^ro- 



^ 



^=f 






^=^= 



^^ 



^i^ 



SI 



JV? 27. Alltgrojmteral,,. Reg. 1.4.7 



5 



=*g 




£=£ 



i 



ia; Let : I c am 



^s 



*=e 



' I r 






: 




^^ 



i^pif 



r 3 



as 



=£ 



J J U J 



J 



^ 



m 



* O 1 




Ifrlfr 



^tt 



^IS 



^s 



i 



i 



^ 



Si 






S 



I *»*^ 



IgPfl 



^ 



§ 



^=s= 



PPS 



* () ^ II ™™*Bl 



»-f- 



S 



^ 



y ' r t 



*^0 0*1 J 



1 O 8 1 



teg 



s 



#^J^ 




^ 



i^if 



HP 



s 



p^ 



^te 




1 



t 4 t* 



^ 



n o ,„ . ~ 



pt 



m 



OIO Ow 1 ti* «U " l 



*fr±M 



° * O 1 g j g | O I • 1 



L 



g 



! » J_J3?fl 



mm 



+-*+- 



s 



1 



i 



gap 



J ' J ' I <J 

Is 3 ID 

a- mm 



k i i 



20 



o/VP 28.Poco Adag-t'o. Reg. 8^. 12 








JS^S 




i r 



<p J^JJ =| 



-j-W- 



f 



? 



-*t-p- 



f 



• » v * * 



■ 4* * I * 



si 



V ^ f M 



^^ 



1 J T 



-0 — **■ 



r^^ n 



i 



=5=^: 



*> 



Jf? 29. Mode rati*. Reg. 3.4.7. 8.12. 

§15 



i 



^ 



» * * 



MS 



jfft<>J3J]/Jj 






♦PtS- 



^CS?i 



*=rzz 



^a« 



fe 



#.' -. "*~» 



?= 



gP JJ lrj-r 



-» — r 



^ — - • » y 



^^p 



HH 



* « ^ V 



» 



^ 



<> » 1 o 







^3' 



PIPP 



g 



^ 



m 



m 



TW\MS 



i o % 



{JU * \j> * ^ o 



i 9 



al 



Q*h 



■< 



g*-±—m 



W: 



,1 JTO 



PH 



S 



Fffif 



Si 




3 






"fljjjjljj 



s 



m 



^ 




o_s J^° w i * 1 
Jf? 30. Andantino. Reg. *. b. 7. 



18 1 *J> 1 * 



^3 



pip 



»l 



I 



iiS 



pft 



PfP 



gg^ 



p£P 



^§ 



09 



^^ 



3m 



vL^ 



I 



^ 



to 



£ 



5^3 



S 



^ 



* < I * 



1 8 



i^ 0*7 



ZJ ■ * 




1 3 1 cjji 

N?31. Andante cantahile. Reg. 5.6.9. 10. 11 




f i » js-qjjpgp p 



wo j r j 



S 



i 



i^J^' p 



^ 



^^ 



H,_.J. ' j r j £ 



^ ^ 






ffiQjW fP Siggg 






L^ tf gJB 



V I « * 



r r a^j' i r i ^^ 




i 






3 



W lPpM 



j 






w 






P^ 



S=3 



^=g 



3 



£ 



.nJ JyJ 




i a o_ ^.* 1 

Jf? 33. Largo. Reg. 5. 8. 




"f A^J 



J*«J 



# 



^^ 



i 



♦ 0- 



^ 



EN: 



P^iP 



-\ 



i 



f^ff 



E i= E ^ E 



1= 



f 



atfc 



si 



#^# 



J 



i 



Wf 



*Hgrrrrr 

JV . 54. Adagio. Reg. 7. 9. 10 



■ * J »tj 



if 




<<..» 




1 8 

JV\° 35.Andanthio. Rejr. A b. 8 . 

I 




■ • * 



«e 



^ 



^ 



pS 



ga m 



p 



£*£=£ 



t* h r h 



@ 



J •< ^ 



^P 



? 



SI 



3EEE3E 



v^ "* 



r i r 



Si 



** 



^ 



*P= 



* O 



i^ s i J i 



9 O 1 




P 



fefefe 



p 5 ^ 



^S 



^ 



Mi 



^ 



f 



ff 



tf-f^ 



^^ 



£K 



,; 



^ 



W 



^SiP 



Pf 



^ | F, -1 



^ artffiaara 



i. 



tf 



v 



**. - 



. 1 1 



m 



WS 36. Alleg*™ mode ra to. Reg.1.4.7. 



(I^^BP^B 



^^m 



M 




m 



ww 



i 



H«rt 



gg 



£ 



si 



mm 



m 



m 



a 



1 $2 « 1 01 2 



* 1 * 



i=pi 



s 




pp 



* 



*&== 



p 



^i 



i£ 



^ 



t 



r - 



|pgi 



¥=2=F=3 



US 



IftP 



r; 



^=fNI 



a@ 



^ 



p 



«u*y 




^-^ 



^i 



pii 



p 



^ 



1 »08 1()1« () 2 1121 



p 



?feg • f 






frfr J J -Jfl 




PPH 






: .a nt , ~* 



^jl^ ^jp 



^ 



SE 



SW 



1 O * . o 1 



-f= — -- 



m 



mm 



g=g 



$ 



: j JJL 



^=g 



J.^}jJjJ^ 



^ 




1 



i^i 



ife^ 



^ 



MP 



V 1 2 1 1 



1 Z 



lSlOlS^Ow 4, 0.<>. ^ 8 1 w 






i 



£1 



3 



Si 



f 



•< 



13? 



H. j cTcr 






1 ^1 .<) w 1 "52 1 ^ 1 * "1 «_* I 



IPC 



hi 



f 



m 



M 



jCC 



- C * 



2 



J 



- 1 1 






ir. 



(faw 1 



SP 



^^ 



pp 



(j«gf 



i 




ip^is 



-+ *-*-* 



^ 



s 



i 



j^jg? 




^ 



^ 



1 Ofl 



*m 



p^= 



1 <) X 







~&F:-S'.- 



1 I 



I * I 



iw 



W.> S9.Andnntino. l\.v%.1.6. 




JVP 40. Andante conmuto. Reg.J.4.7^8^ m 



jfTOTp 



g^^g 



g% 



*«-*»- 



i^Fg 



IK 



2()1 ^12 



§^ 



s^ 



W 



*m 



-p-^ 




m 



201 



up 



e 



e 



igp 



©& 



^P 



^gSP 



S 



r^gj* 







10 12 1 




iV. 41.Larghetto. Reg.1.2 



12 12 12 2 1^- 



2 1 2 1 o (I 2 



a 



^ • UJ* 1 / 



/ 



P 






P 



s 



p^ 



m 




f<m^g 



m 



m 



i 



s$ 



3» 



S^ 



gS 



i« 



es 



•n* 




^°^? * 






-£P 



s 



^1 



Si 



fer 



WM 



ij> 1 a^o 



o 1 2 



1 o 1 



M 



(ppp 



s 



fm 



m 



m 



^ 



ii 



^ 



^^ 



^« 



m 



^ 



•5 



^ 



^fe* 



<#~ # 



21 



S^ ^TOT 



s^**? 



1 



f ^rrccr 



^ 



^ 



(|P^ 



* O • 1*0 

Si"! 4>2.Vivace. £c£.4.i.8 






^ 



^ 



p^ 



L 



*:- — 



O 1 • 



^ 



31 



3 




*•' 



S 



P=S 



P 



CT 




as 



^p 



j 




ITU d 



3 



^ 




£1 






1 O tf ^"™ 



p 



1 so 



r » 






g§ 



SP 



^ 



io: 



5P 



i§ 



^ 



f* - 



^ 



=g33 



Ste 



S 



PPl 

ion 



# — » 



jBg 



^^ 



^ 



* isoi * 



ton. - fflJ^ 



•< ^iMi 



rr acr 



f 



cj&jh 



nrr^t^ 



5 



f 



fT=f 



1^ 



wm 



f 



*—+ 



(|p 



i^ - r 




-1 h 



^OIjIiJj.MllLIj 

n 1 




\^* 



I i 



1 X I 



Jl 1 I 






.V? 4/3.Lnrgo. Ror.::. £.0.7.6 




HFF-f-f— fp 



^ (fr'.'J_J_J 



( ftlU J I ' £ j 



Pglg 



i=s 



3= 



^ 



^# 



i^ 



^P 



*= 



^ 



"*^bJ~J" 



12 10 



i 



PF g= 3 



£ 



i^p^ 



pi 



3= 



** 



^ 



^^ 



£ 



^ 



^ 



Ci— ^ 



^ el rf 



§ 



PS 



S=ip 



P 



t<_> i t* 



r «li|J ^ ^ 



m$ \ , r r ^^ 



^ ^ 



r r 



( Nt^t 



^p 



JCt 



s 



^ 



s 



i= 









i 



WP 



3 



^^ 



PP 



f'iti * i* 



jtf err Ciif/rr r r 



* H # 



mm 



p 



i? 






i 



# 



r ^.i j jy 



5 



■ ) » 



*=¥= 



(p 



i 



fe^a 



» p 



%F?=j 



% 



PP 






JV°?44. Allegretto. Rog.£.9.lO.U. 



2 



^ 



!BP 



^ 



^ 



l |w>VnT r- J r 



P«!= 






'^==i' = ^ 






s 



• #J * 



s 



• ^■^ 



pg 



i 



VI t 






M 



( lyw j r j ^i T 1 r ' . Ip b 




ffcteS 
^ 



i^^i 



^^ 



#:♦'•* 




♦#•>•♦•< 



p* 



i 



«tet 



Pi 



1 



P?2 s£ * 



n 



n 



m 



s^PjpiPIP 



p 



Mr»-iT 



P 



1 



3 



PP 



W 




m 



^^ 






mm 



^mm 



-12 



N?4<5.Andantino. Rejt.6.7.8 



flvitiPj 




i >* i * 



(p^ 



O t" * 



1 



•?f 



- .^IgL 



( |<s ; V y i J 



D m i^ 



m 



mm 



Ji 



^ « * 



te 



^@ 



5«^=^ 



8 I * 1 * 



^^ 



P^g pg 



^ 



WS 



*^ o I 







fit J «, |» , j^^s j 



lg 



^ 



»w 



( rev* r " j ■■ I ' I Jj l 



3£ 



* W 
^ 



^gj 



m 













:w 






JV? 4*6. Largketto. Rep. 1.4.3. 

PS 



( fenSrS 



p^ 



'| te 



te 



*^ 



^ 



5L° L.° *U } 



^ 



^ 



IPS 






^^ 



P 



##^ 



S 






^^ 




& 




O 2 1 2 12 1 



(PF 



y^gj? 



(^ 



*i , i 



? 



i r i 



rfi 



a 



*i j i 



«= 



i 



*Pi 



PJ 



s 



- F^» 



PP 






P? 



-#* 



^S 



S 



^ 



j m n *j i i r 



S 



W 



O "l () 1 



i 



* m ^ 



P 



fe^gf 



*t/-*^ 



p 



§S 



^ 






^ 



ipi 



J i r i 



S 



^ 






m 



$ 



s 



^ 



*# 



iB 



» i C ( LAJ 



O M O 1 2 1 



^L . #> 



§* 



^ # , * 



i 



PUP 



^ 



tp 



^ 



s 



P 



W 



f^ 



m 



$=$= 



i 



«-*- 



y^r- 



mr 



p 



: »! y._ i i j ^ 



^ 



F to 



5 



s 



* 



tW+T 



* • 



8J> i 08 iiPiji^g *i 8 18 18 1 
JP? 47. Adag-z'o. Reg. 5.6.8. 



< O_.l_.0-8J) 1 



pg 



1 



i 



is 



P^g 



' OU i ■ 



k"f r r r 

I o- — ^* 



£PS 



^^ 



a 



S 



m 



£ 



m 



sM 



5" 



-p 



1 * 1 



I I 



.,/ 




^*.°48. Larg*i.Rcr.*.6J.B. 



g'uM'ir- i||]g 



.fitr 




* o 



rnx: r n "i 



i jT 



o 




Belshazzar 
Hercules 



Gd. 
9d. 
6d. 
6d. 
6d. 
6U 
6d. 



Chandos Anthems 96. 



ORGAN MUSIC (TWO HANDS). 

Adams, Thomas, Six Organ .Pieces, dedicated to 
Thomas, Attwood. In six mimhers, Is. 3d. each; 
or in one book, 6s. 
Bach's Grand Studies, with pedals obligato, edited by 
V. Novello 28s., or 19 Nos. Is. to 2s. 9d. each. 
Bates, F. W., Forty-two Psalm Interludes, in the 
most usual keys, dedicated to Vincent Novello. 
Price Is. 3d. - 
Best, W. T, Arrangements from the Scores of the 

great masters, with pedals obligato. Price I5s. 
Best, W. T. Fantasia, with pedals obligato. Is. 6d. 

J Mozart's Overture to * Die Zauberflote/ arranged 

with pedals obligato. Price 2s. 
Best, W. T. Three Preludes and Fugues, with pedals 
obligato. 

No. 1, in A minor . . . . Is. Cd. 

No. 2, inE flat .. .. .. Is. 6d. 

No. 3, in E minor . . . . Is. 6d. 

Pexfield, W. R., Four Concert Fugues, with pedals 
obligato. Price 2s. 6d. 

Blacksiiaw's Introduction and Fugue. Price 6d. 

Boyce's Cathedral Music, a separate Organ part to the 
whole of the three volumes, with the words 
throughout ; arranged fromfethe score by Vincent 
Novello. In two volumes, price 21s. each # 

Dhipp, Edmund, Introduction and six variation* 
upon Handel's " Harmonious Blaclftmith," with 
pedals obligato, dedicated to Edward John Hopkins. 
Price Is. 9d. 

Blowers, G. F., Two Preludes and Fugues upon 

subjects from Purcell and Blow. Price 3s. 
Iandel's Choruses, arranged by Vincent Novello 
?o. 1 . Hailstone Chorus . . Israel 

2. But as for his people . . Israel 

3. But the waters overwhelmed Israel 

4. Oh, Father! whose "almighty pow'r Judas Maccab&us 

5. Jehovah . . Belshazzar 

6. Of things on earth 

7. Let none despair 
g /As pants the hart \ 

\ln the voice of praise / 
9. And the children of Israel sighed 

10. Hallelujah \ 

11. Disdainful of danger 

12. Your harps and cymhals sound 

[aydn, The heavens are telling, arranged by Jacob. 
Price Is. 3d. * 

Sing the Lord, and The Lord is great, arranged 

by B. Jacob. Price Is. 

Iiles, A Progressive Introduction to Playing on the 
Organ, consisting of Fifty-five Preludes, Fugues, 
. Airs, &c, in two, thYee, and four Parts, from the 
Works of Dr. Arne, A. W. Bach, Barth6Iemon, 
Dr. Callcott, Cherubini, Clementi, Corelli, Dussek, 
Fenoglio, Graun, Dr. Greene, Handel, M. Haydn, 
/ Herz, Keeble, Keisewelter, Max Keller, Knecht, 
Lauska, Lawes, Dr. Mendelssohn Bartholdy, 
Muller. Naumann, Novello, Paganini, Pergolesi, 
Pinto, Reber, Reissiger, Richardson, Rink, Rous 
seau, Scarlatti, F. Schneider, Steibelt, Weber, 
Werner, Winter; to which is added some account 
of the Instrument itself; a notice of its various 
Stops, and the manner of combining them ; with 
Directions and Exercises for the use of the Pedals ; 
by John Hiles, Organist of the Music-hall of St. 
Julian's Church, and St John's Chapel, and Con- 
ductor of the Choral Society, Shrewsbury. 10s,6d. 

lort Voluntaries, arranged by J. Hiles, Organist of 
the Music Hall, of St. Julian's Church, and of 
St. John's Church, Shrewsbury ; from the Works 
of Abel, Dr. Arne, Beethoven, Cherubim, Clementi, 
J. B. Cramer, Defesch, Dussek, Fenoglio, Geissler, 
Gluck, Handel, Haydn, Herz, Hesse, Himmel, 
Hummel, Keisewelter, Keller, Knecht, Lauska, 
Lawes, Long, Mendelssohn, Marcello, Mozart, 
Muller, Naumann, Onslow, Paganini, Pinto, Reber, 
Reissiger, Rink, Rousseau, Spohr, Weber, and 
^yinter. In NINE BOOKS, price Is. 3d. each. 

esc roluntaries occupy only four minutes each in their performance. 

owell, Henry. Forty-two Psalm Interludes, in the 
most usual keys and measures. 2s. 

lCOb's. Voluntaries,- from the works of Bach, 
'Beetho^ep, Calcot|, Olari, Crotch, Gluck, Handel, 
Hay&n r Jacob, Kozebich, Leal Moreira? Mozart, 

> ; Mattel Novello, Righini, dedicated by permission 
t« his Grace- the Archbishop of Canterbury • 



I Joule, Benjamin, Arrangement of Handel's " But as 
for his people/' from Israel in Egypt, for 
manuals and pedals obligato. Price 2s. 
Mendelssohn BARTnoLDY's Three Preludes and 
Fugues, with pedals obligato. 

Op. 37. No. 1, in C minor .. .. 16 
No. 2, in G major . . . . 16 
No. 3, in D minor .. ..16 

Mendelssohn, Sleepers wake, from*S'/. Paul y arranged 
by W. S. Pratten. Price Is. 

great is the depth, ditto, by ditto! Price Is. 

Lord, tbou alone art God, ditto, by ditto. 6d. 

The Night is departing, Chorus from the Hymn of 

Praise, arranged for Manuals and Pedals obligato 
by J. W. Elliott. Price 3s t * 

Mozart's Masses, arranged by Vincent Novello : — 
No. l.inC .. .. ..2 6 

Separate movements : — 
Kyrie and Gloria . 9d. Credo 
Sanctus and Benedictus 
Agnus Dei and Dona Nobis 

No 2, in C 

Separate movements : — 
Kyrie and Gloria . Is. Credo 
Sanctus and Benedictus 
Agnus Dei and Dona Nobis 

No. 7. in B flat 

Separate movements : — 
Kyrie and Gloria" . Is. 3d. Credo 
Sanctus and Benedictus 
Agnus Dei and Dona Nobis 

No. 12. inG 

Separate movements : — 
Kyrie Is. . Gloria 

Cum Sancto Spiritu 
Credo . Is. 3d. Sanctus and Benedictus 
Agnus Dei and Dona Nobis 

To be continued. 
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NOVELLO'S SHORT MELODIES, 

(Original and Selected) for the Organ, intended p 
cipally for the Soft Stops ; and inscribed to 
Venerable Philip Jennings, D.D., Archdcacoi 
Norfolk. 

In 36 Numbers, In 6 Books, In 1 Volume, 

Is. 3d. each. 6s. each. 31s. 6d. 

Each Book contains 50 Melodies, from the follow 
Authors : — Albrechtsberger, Attwood, Ba 
Beethoven, Bellini, Bononcini, Battishill, Ber^ 
.. Boyce, Cramer, Cherubini, Clementi, Coupe; 
Cooke, Dr. Croft, Donizetti, Dragonetti, Dusa 
East, Florimo, Eliza Flower,. Gollmick, Geminis 
Gluck, Graun, Goudimel, Greene, Handel, Hay 
Herold, Hesse, Hummel, Juvin, Kalkbrenr] 
Keeble, Klose, Krufft, Mozart, Mendelssol 
Minoia, Neukomm, Novello, Natividad, Onsk 
Pinto, Paxton, Purcell, Pleyel, David Per 
Paradies, Rousseau, Russell, Rossini, Rombe 
Rosa, Russell, Reading, Reinagle, Righini, Seeg 
Spohr, Stokes, Schneider, Steibelt, Travers, Tui 
bull, Viner, Webbe, Weber, S. Wesley, Wint 
Woelfl, Wranizky. 

For contents, see Organ Catalogue, page 7. 



SECOND EDITION OP 



Israel 

Judas Maccabozus 

Judas Maccabozus 

Solomon 



SCHNEIDER'S Complete Theoretical and Practical 
ORGAN SCHOOL, Containing Instructions for 
playing the Organ, with numerous exercises for 
acquiring the use of the Pedals ; translated by 
Charles Flaxman, and edited by J. G. Emett. 
Price 10s. 

Schneider's Studies for Pedal Playing, forming 
Chapter III. of the Complete Organ School. 
Price 4s. 6d. 

;v^ Chorals, Scales, and Exercises, printed separately 
from the Organ School. Price 2s. 3d. 
48 Trios for Manuals and Pedals Obligato ; form- 
ing Complete Exercises for the use of the Pedals. 
Price 4s. 3d. 
* m * This last Work is not comprised in the School, to which work it 
mag be considered as forming a continuation. 

Schneider's Eleven Chorals, to illustrate page 42 of 
the School. Price 6d. 

Stirling's, Miss, Grand Voluntaries, consisting of 
Fantasias, Fugues, Preludes, &c, with Pedal 
Obligato. Selected from the Instrumental Com- 
positions of the most distinguished Composers of 
the Ancient and Modern School. 

No. 1. Introduction and Fugue, by MOZART, originally written 
for an Orchestra, and first performed by tlie Philharmonic 
Society, 1837 - - - - - -19 

Nc. 2. Fantasia, by MOZART - - - - 1 9 

*** When these pieces are found too difficult for one performer, 
theg mag be executed by a second player taking the pedal part on the 
manual. They may also be performed on the Piano Forte, with the 
accompaniment of a Violoncello or Double Bass. 

Rink's 12 Familiar Preludes .... Op. 1. 

12 Easy Preludes Op. 2. 

12 Preludes Op. 25. 

12 Adagios Op. 57. 

24 Easy Pieces Op. 66. 

3 Afterludes . . ; Op. 78. 

Rink's Introductory Practice for the Organ, containing 
120 Exercises in all the Major and Minor Keys. 
Price 10s. ' 

Pergolesi, Gloria in Excelsis, arranged by Vincent 
Novello. Price 6d. 

Pratten's Introduction and Fugue, dedicated to 
. W. C. O. Hodges. Price Is. 

WEifSE's^ Egerton, Prelude and Fugue in A, dedicated 
to his Father ; with Pedals Obligato. Price Is. 6d. 
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NOVELLO'S CATHEDRAL VOLUNTARIES 

Consisting of selections from the Works of the Chur 
Composers of the English School, comprisii 
specimens of the compositions of Aldricb, Ai 
wood, Battishill, Beckwith, Bird, Blake, Bio 
Boyce, Calcott, Child, Clark, P. Cooke, Cfeig 
ton, Croft, Crotch, Dupuis, Ebdon, Evans, Fa 
rant,(ralliard, Gibbons, Goldwin, Greene, Hay* 
Humphreys, Kent, King, Morley, Nares, Patric 
Pring, PurceU, Reynolds, Richardson, Rogei 
Russell, Stroud, Tallis, Tudway, Travers, Ty 
Weldon, Wesley (S.*and C.) and Worgan ; tl 
whole selected or arranged by Vincent Novello 
In 48 Numbers, Or 8 Books', Or 2 Volumes, 

Is. each. 5s. each. 20s. each. 

For contents, see Organ Catalogue, page 19. 
%* A t the foot of the first specimen of each composer is attached a sho 
biographical notice, xohich will greatly assist those who study the proyrt 
of the art through the different periods at which each master wrote. 

NOVELLO'S SELECT ORG*AN PIECES, 

Consisting of selections from the Works of Abe 
Adams, Albrechtsberger, Andre, Astorga, Attwooc 
Bach, Battishill, Beethoven, Biery, Bishop, Bonn< 
Bononcini, Brownsmith, Cafaro, Casali, Carissi - 
Cherubini, Clari, Colona, Corelli, Danby, Di* 
Dietenhoffer, Dupuis, Durante, Fasch, p 
Flowers, Gibbons, Gluck, Graun, Handel, hu 
linger, Haydn (Joseph and Michael), Himme 
HorncastJe, Hummel, Jomelli, Keeble, Koslovskj 
Leo, Lotti, Mozart, Majo, Martini, Mendelssohi 
Novello, Neukomm, Palestrina, Perez, Pergoles 
Perti, Pescetti, Portogallo, Porto, Quarle, Ricci 
Righini, Rink, Russell, Stradella, Sala, StefFan 
Spohr, Sarti, Scarlatti, Scbicht, Stokes, Voglei 
Walmisley, Watts, Webbe, Weber, Wesley, am 
Winter, with several adaptations contributed b 
eminent Organists. The whole selected, arranged 
or composed by Vincent Novello, 
In 108 Numbers, Or 18 Books, Or S Volumes, 
Is. 3d. each. 6s. each. £l lis. 6d. each. 

For contents, see Organ Catalogue, page 13. 
• * * At the foot ofthefirst specimen of each composer is attached a shot 
biographical notice, which will greatly assist those who study theprogret 
of the art through the different periods at which each master wrote. 



ORGAN DUETS (FOUR HANDS). 

Bach, The celebrated 48 Preludes and Fugues b; 
John Sebastian Bach, arranged by Henri Bertini 
In 4 books, 9s. each. 
Or in 48 Single Numbers, varying from 9d. to Is. Gd. each. 
Handel's Choruses arranged by Vincent Novello 
No. 1 Hailstone Chorus . . . . Israel . . . . 

• 2 But as for his people .. .. Israel .. 

3 But the waters overwhelmed . . Israel .. 

4 Oh, Father! whose almighty pow'r Judas Maccabceus 

5 Jehovah . . . . " . . Belshazzar 

6 Of things on earth . . . . Belshazzar 

7 Let none despair . . . . Hercules 
Q f As pants the hart . j, . .)/« j * ,, 

8 j In the voice of praise . . j Chando * Anthem * 

9 And the children of Israel sighed Israel 

10 Hallelujah .. .. Judas Maccabeus J 

11 Disdainful of danger .. .. Judas Maccabeus 1 ( 

12 Your harps and cymbals sound Solomon . . 1 ( 
Handel's Coronation Anthem (Zadock the Priest), 

• arranged by F. Bates. 3s. 
Mendelssohn Bartholdy, The whole of the Choruses 
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BINDING SECT. NUV 2D 1966 



Schneider, Friedrich 

Complete theoretical and 
SJ62 practical instruction for 
playing the or^an 2d ed. 
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